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ABSTRACT

Music education researchers have fully established that many women band directors
experience toxicity as a part of their work. The purpose of this study was to understand the
experiences of women former high school band directors who chose to move out of high school
teaching and into collegiate music education. Research questions were: (1) What factors or
elements of women band director experiences influenced women’s decisions to move from high
school band directing to collegiate music education? (2) What were the women band directors’
experiences of psychological constructs such as, but not limited to impostor phenomenon (IP),
vulnerability, perfectionism, and self-efficacy/self-esteem? (3) How do women former band
directors make meaning of their experiences? Participants (N=9) were women who left high
school band directing and moved into higher education as either music education Ph.D. students
or university music education faculty members. All participants had at least five years teaching
experience as a high school band director. Using phenomenology as a theoretical framework and
methodology, I explored the lived experiences of participants by analyzing their responses from
three, semi-structured interviews. Findings indicated that challenges related to the old boys’ club,
the need to police gender, being stereotyped into other roles based on gender, and time
commitments as a barrier to work-life balance were influential in women band directors’ desires
to leave high school band directing. Women were also motivated to leave based on their desire to
seek new challenges and their love of working with student teachers. Based on women’s
experiences of psychological constructs, findings indicated that IP, perfectionism, vulnerability,
and self-efficacy/self-esteem immensely influenced the experiences of women high school band
directors in their K-12 work, but also in some of their graduate school and collegiate work

experiences. IP helped explain some women'’s insecurities regarding their band directing abilities



and in combination with perfectionism provided insight into some participants’ needs for
validation in their work. Some participants found the perceptions of others to be a hindrance to
their ability to be vulnerable, creating further needs to take on a different persona. Self-
efficacy/self-esteem influenced the work of women band directors based on their feelings of
needing to trust themselves more, how their self-worth influenced their work, and frustrations
about the title of “‘doctor” not being honored outside of the academic community. Participants
also discussed meaning-making through various kinds of reflection, reflection over time, and
working through stages of grief and acceptance. Critical reflective processes allowed participants
to use their meanings made in their collegiate work educating preservice and new teachers.
Findings further indicated that patriarchal power was a harmful negative influence on
participants’ band directing experiences, in some cases prompting their career moves into higher
education. Suggestions for future practice included further work to understand psychological
constructs and the impact of oppressive systems so that teacher educators can decide on the most
crucial information to include in their teacher preparation. I also provided suggestions to aid
music teacher educators in helping preservice teachers learn to identify and work against the

negative manifestations caused by psychological constructs such as those discussed in this study.
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To Women Band Directors, Past and Present.
I see you.
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CHAPTER 1: INTRODUCTION
Vignette 1

As we finished talking about my career aspirations, goals for the program, and what [
had been reading for professional development, I was formally offered the job. It seemed like a
logical progression in my mind. After all, I had graduated from this high school. These men knew
me and knew the high expectations to which I held myself. They knew from my resume and job
application that I still upheld those high standards as I completed my undergraduate work with
academic and music-based scholarships. The principal thought I would be a great fit for what
had been a very traumatic staffing turnover for the high school band program. As we finished a
discussion of onboarding and what would happen next, I could barely contain my excitement—I
had just been offered my first teaching job! As I stood, picked up my portfolio from the table, and
turned to leave, one of them looked at me and said, “You're the man!”

I truly believe the administrator who told me that I was “the man” meant it in a
lighthearted fashion and as a way of communicating that I had just stepped into a huge job of
rebuilding a program. However, what he did not realize was that such a statement devalued what
I brought to the table as a woman. It was like there was an unspoken assumption that I would act,
speak, communicate, establish discipline, and handle everything exactly as a man would do. As |
made this realization for myself, I wondered how many other women directors had similar
experiences—both in blatant offenses and subtle remarks or actions.

At the point of my entry into the profession, however, I had no idea that this simple three-
word statement would foreshadow a plethora of experiences over the next eight years that
ultimately led to my feelings of burnout and inspired my move into graduate school. Eleven
years later, in my doctoral studies, I began to process my experiences—problematizing the

situations and learning new lessons as I fueled a growing desire to figure out why this had



happened to me, if I was the only one, and how I could help preservice teachers avoid the same
situations in their future teaching careers.

Around the time that I started to process my situation through a feminist lens, I also
started thinking about the impostor feelings that I experienced on a regular basis. I believed that I
had experienced impostor phenomenon in my early career, but because I lacked the experience
and knowledge, I was not able to identify what I felt. The realization that I may not have been
valued for my feminine characteristics made me feel like I was successful in being hired for my
job in a situation where I was in the right place at the right time, rather than earning the
opportunity based on my own merit and ability. Again, I wondered how many other women had
similar experiences and if impostor phenomenon was a factor in how women perceived
themselves in their jobs as band directors. If impostor feelings are present for these women, how
do those feelings manifest and influence their experiences while in the field and in retrospect?
Vignette 2

It was Saturday morning in mid-September. I had just started my first graduate degree. As
1 scrolled through social media, I came across a post written by a familiar name—the new music
teacher at the school from which I had resigned. With curiosity, I opened the posting to read
further. The post was specifically about me and the new director’s frustration with a certain
situation. Drama had been stirred up about me and how I had supposedly not disciplined my
students appropriately. Because I had established rapport with my students, I had very few,
serious issues with discipline. As 1 finished reading, I felt humiliated. I wondered how many
people that knew both of us would read the posting and what they must be thinking about me
after reading it. I was angry, hurt, and I felt like a terrible teacher—Ilike my efforts and what 1

brought to the table weren 't good enough.



In retrospect, I felt that this experience was connected to my authentic, true self as a
teacher. I had used rapport to support classroom management and relationships rather than
aggressive authority to support my ability to be vulnerable and real with my students. As I read
women band director studies, I started to realize that my experiences of feeling devalued for
what I brought to the table as a woman were shared by many other women directors. I felt that
my vulnerability and my femininity were not valued. The comments of that posting made me feel
that these characteristics and my actions had been stifling to me as a member of the profession in
my relationships with students and in what others would think of me after having read this man’s
comments.

This project was fueled by curiosities that resulted as I unpacked and processed my
personal experiences as a middle school and high school band director. In the previous
paragraphs, I shared two specific narratives from my time teaching high school band. By sharing
these experiences and analyzing them, I aimed to help the reader understand my positionality as I
came to this work. I hoped to help the reader understand the personal experiences and questions
that prompted this study.

A Note About Terminology

In this study, I have intentionally chosen to use the words “man” and “woman” in place
of “male” and “female.” Opening study participation to any person who identified as a woman at
the time of their work as a band director, I was interested to learn about participant experiences
based on their gender identity. I recognize that gender is on a spectrum that sometimes includes
characteristics that do not conform to societal definitions for binary sex. The study was about

gender identity rather than biological sex.



Purpose

The purpose of this dissertation was to understand how women former high school band
directors who have since moved into collegiate music education made sense of their experiences
as high school band directors. Utilizing phenomenology as both a theoretical framework and
methodology along with feminism as a tool for analysis, I examined participants’ band directing
experiences. I worked to understand participants’ experiences and their motivations for moving
out of high school band teaching and into collegiate music education. I also explored how
participants’ experiences as women band directors may have included psychological constructs
such as impostor phenomenon, perfectionism, vulnerability, and self-efficacy/self-esteem.

In this chapter, I introduce constructs and issues that underpin the need to explore women
band directors’ experiences. Discussing stress, accountability, and work-life balance, I highlight
the literature surrounding music teacher burnout. These topics are relevant to this study as I
aimed to understand the reasons that women high school band directors are choosing to leave K-
12 teaching and moving into higher education. I also delve into socialization as a topic that may
influence the experiences of women high school band directors through their identities as
women, music teachers, and conductors. Because socialization is so integrated into teaching
experiences (i.e., preservice preparation, entry into the profession, experiences while in the
profession), this process may be influential on women band directors’ decisions to leave high
school teaching and move into collegiate music education. I then explain how I used feminism as
an analytical tool for this work. I define feminism and identify two facets of oppression that I
used to explore women high school band directors’ experiences. I conclude the chapter by

sharing the specific research questions that guided this study.



Setting the Context: Music Teacher Attrition

Many researchers have explored music teacher attrition. These researchers have
specifically aimed to determine the reasons teachers are leaving the profession (Gardner, 2010;
Hancock, 2016; Scheib 2004; Taft, 2022). Some talked to music teachers about specific elements
of their work situations and sources of job stress (Bley, 2015; Shaw, 2014, 16). Other researchers
have chosen to investigate burnout (Kertz-Welzel, 2009; Bernhard, 2016). Robinson (2010) and
Shouldice (2013) also explored how some preservice teachers chose to leave band teaching prior
to career entry.

Statistics over time reveal that music teacher attrition has been and still remains a serious
issue. Gardner (2010) explored music teacher retention and attrition among K-12 music teachers
as compared to those teachers who taught other subjects. He found that music teachers had a
higher rate of turnover and attrition than other teachers between the 1998-99 and 1999-2000
school years with 17.8% either moving within the profession or leaving. Acknowledging the age
of this study, I have chosen to include these statistics as they represented movement and attrition
in the profession—the specific statistics that are most salient to the participant qualifications for
the current study. Gardner provided a baseline for movement and attrition in music education
beginning more than 20 years ago. Russell (2012) studied secondary music teachers’ career plans
and found that of 321 teachers, 12.3% indicated that they planned to leave the profession
permanently within one year and 27.2% indicated planning to leave the profession in five years.
When comparing these numbers to the national statistics for all K-12 teachers, the proportions
were nearly the same (Russell, 2012). Taft (2023) also studied attrition and found that among
1,576 middle school and high school music teachers, 18.2% intended to leave their current

teaching positions. These findings suggest that causes of attrition may not be unique to music



educators or secondary school teachers. Additionally, these studies confirm that attrition persists
as an issue across time in music education. Acknowledging that intent to leave and actual
attrition are different, both serve as indicators for job dissatisfaction and may be warning signs
for systemic problems in music education.

Several researchers investigated the reasons for music teacher attrition and turnover.
Gardner’s (2010) results indicated that music teachers’ reasons for moving within the profession
often had to do with perceiving the new position as better than the current and dissatisfaction in
their current workplace conditions. Stressors related to job roles (i.e., the specific duties required
of one’s job), role conflict (i.e., incompatible or interfering expectations for multiple roles)
(Creary & Gordon, 2016), and role overload (i.e. having too many roles without sufficient
resources to complete all of them) (Creary & Gordon, 2016) played an impact on music teachers’
levels of satisfaction as well as their decisions related to retention and attrition (Taft, 2022). The
most common reasons for attrition among music teachers were personal reasons, personnel
actions, college enrollment, and retirement. Teacher turnover was often the result of “personnel
actions, desire for a better assignment, and dissatisfaction with administrators and school
conditions” (Hancock, 2016, p. 431) as well as “retirement, better salary or benefits, pregnancy
or child rearing, and pursuit of another career” (Gardner, 2010, p. 116). Band directors who were
planning to move into a new job or leave the profession indicated difficult working conditions,
low salary, public perceptions of teaching, and low priority music education within the school
curriculum as their reasons for leaving their current positions (Scheib, 2004). Even though this
article was written 20 years ago and the results were based on a small sample of participants (N=
8), these potential causes of attrition remain relevant. On surface level, the reasons seem self-

explanatory, but because many were not specifically defined, I question whether factors such as



“personal reasons” might also include elements of dissatisfaction or how “personnel actions”
may be connected to work performance or problematic working conditions.

In Hancock’s (2016) study, many of the music teachers who left the profession indicated
positive changes in their work-life balance and workload one year after leaving. The majority of
those former teachers also indicated that they would be willing to return to the profession. These
conflicting results bring into question the true motivations behind the former teachers’ reasons
for leaving. The findings also bring into question whether teachers’ love of music and music
teaching may be overshadowed by poor working conditions or even challenges related to
professional identity or efficacy.

Robinson (2010) and Shouldice (2013) studied preservice teachers’ movement out of
band directing and into general music. Participants discussed preferences for working with
younger children, desire for work-life balance, disagreement with the value often placed on
competition in band, and value differences regarding performance as the only form of learning in
many school band programs (Robinson, 2010). In her study of one preservice teacher, Shouldice
(2013) found that early discussion and practicum-based music education coursework may be
influential in shaping the teaching decisions of preservice teachers. Additionally, the preservice
participant talked about his desire to become a student-centered teacher, and how he saw that as a
challenge in band directing with so much focus on learning pieces and what a “director” could do
with “their” program. Corroborating Robinson’s (2010) results, Shouldice (2013) found that her
participant also disapproved of the culture that has become a part of many band programs (i.e.,
the focus on learning solely through performance and competition).

The literature on music teacher movement and attrition points to the need for further

exploration. Most of the literature on music teacher attrition does not provide statistics for



attrition based on gender or even acknowledge women band directors leaving K-12 music as a
form of attrition. There is need for further exploration of the reasons for this movement out of
high school band directing. Acknowledging that preservice teachers are moving away from band
directing even prior to profession entry should be alarming and a cause for further examinations
of problematic issues in band directing.

While attrition still seems to be a problem in the music education profession, it is
intriguing that the majority of the most recent literature is from the early 2000s. It seems that
recent music education scholars have shifted their efforts from discussing attrition and movement
in the profession to a focus on the broad concept of music teacher burnout. In the next section, I
discuss the research on music teacher burnout and its potential causes.

Music Teacher Burnout

Since the 1970s, burnout has been a topic of interest among music teachers in terms of
practitioner self-help as well as music education research.

Burnout is a syndrome conceptualized as resulting from chronic workplace stress that has

not been successfully managed. It is characterized by three dimensions: 1) feelings of

energy depletion or exhaustion; 2) increased mental distance from one’s job or feelings of
negativism or cynicism related to one’s job; and 3) reduced professional efficacy. (World

Health Organization, 2019, para. 3)

Scholarly research includes exploration of music teachers’ perceptions of burnout (Bernhard,
2016; Kertz-Welzel, 2009; Shaw, 2014, 2016) and differentiation of burnout experiences based
on teacher gender (Kertz-Welzel, 2009). Other topics include the pursuit of work-life balance
(Bley, 2015; Shaw, 2014, 2016) and analysis of how teacher accountability has increased music

teacher stress, creating more potential for burnout (Shaw, 2016).



Because burnout is a result of chronic stress, work-life balance is an essential topic to this
discussion. Music educators experience many different kinds of stress. Shaw (2016) examined
stress among music teachers as it related to various forms of accountability. Sources of stress
related to accountability reform have impacts not only based on how they manifest in the school-
wide setting, but also based on their connections to teachers’ “personal and professional values,
beliefs, and emotions” (Shaw, 2016, p. 112). Examples of these stressors include, but are not
limited to tenure, school performance ratings, teacher evaluations, administrative tasks, festival
performances tied to evaluation, and increased workload (Shaw, 2016). Further, music teachers
identified pressures from self, parents, and colleagues as being inhibitive of work-life balance—
especially when the pressures reflected expectations of self and others to maintain specific status
or traditions of “the program” (Shaw, 2014, pp. 69-70). Music educators’ scores on a work-life
balance inventory indicated that work-life balance often increased with age, experience, and
education (Bley, 2015).

Time management was another topic related to music teachers’ work-life balance (Bley,
2015; Shaw, 2014). Music teachers acknowledged their abilities to set boundaries and
incorporate strategies for managing their commitments (Shaw, 2014). However, based on
individual teacher demographics and teaching assignments, boundaries and strategies are not
one-size-fits-all. Bley (2015) shared that among the K-12 music educators in their study, on
average, teachers worked 14.16 hours outside of their school day contract each week. These
hours accumulated to an average work week consisting of 51.11 hours. On average, men,
younger educators, and those teachers with the least amount of experience tended to work more
hours outside of the contract day. Accounting for the gendered differences, men may be more

likely to work in content areas and grade levels of music education that require more after school



commitments (e.g., middle school and high school music teachers, band directors) (Bley, 2015).
Fitzpatrick (2013), however, talked about work-life balance from the perspective of high school
band directing, providing insight into the guilt and societal expectations surrounding the work-
life balance of women high school band directors who were also mothers. While work-life
balance does not have direct ties to attrition in these particular studies, there are implications for
career sustainability, mentorship, and preservice teacher training to better prepare incoming
teachers for the work-life realities that they may experience while in the profession (Bernhard,
2016; Shaw, 2014). Based on the results of these studies, I was interested to learn more about the
realities of work-life balance among women high school band directors.

Bernhard (2016) studied burnout among music educators as a replication of their 2006
study. Overall, levels of burnout were more intense among music teachers in 2016 than in 2006.
Beginning teachers, those who teach in multiple specialization areas simultaneously (i.e.,
instrumental, choir, general), and those teachers who taught a combination of age levels (i.e.,
elementary, middle, high) scored higher for burnout than those teachers who were more
experienced, those who taught in one music specialization, and those who taught students in a
single age level (Bernhard, 2016). The ten-year span between Bernhard’s studies points to the
fact that burnout is increasing over time. There is a need for further study to understand the
reasons. | wonder if women music teachers’ feelings of burnout may differ from individuals of
other gender identities.

One researcher looked at burnout specifically from the perspective of women in music
education. Burnout among teachers is a warning sign for needed systemic changes that “take into
account the perspectives of women in order to change schools and universities into places where

everyone can learn and develop a sense of identity” (Kertz-Welzel, 2009, p. 158). Kertz-Welzel
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(2009) further explained that burnout is a result of music education playing out in the lives of
individuals and how it is often contradictory with societal expectations. I argue that this
contradictory relationship often requires women to “learn” not to let their true music education
philosophies and their true characteristics as music teachers show. In other words, women cannot
be vulnerable to show their true selves and must often assume masculine personas that may differ
vastly from their authentic individuality—a position that may lead to frustration, dissatisfaction,
and an inclination toward moving out of music teaching. As researchers continue exploring the
impacts of stress, work-life balance, and burnout, it is important to acknowledge the different
ways that teacher gender may account for understanding the emotional connections between
teachers’ job demands and personal connections to value. Systems of oppression, such as those
of patriarchal power may play a role in how women band directors perceive the need to work
harder and prove their abilities in addition to the workload and work-life balance challenges that
are often an inherent part of the job. Learning of this potential connection, I worked to
understand how patriarchal oppression further influenced the experiences of women band
directors.

In this section, I discussed music teacher attrition. I began by sharing statistics that help
contextualize the seriousness of this situation. Further exploring music teacher job movement, I
focused on the causes of attrition and turnover among music teachers. Then, I delved into the
literature about music teacher stress, work-life balance, and burnout. I concluded the section by
discussing gender and patriarchal oppression in relation to burnout among women music

educators.
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Socialization

Socialization is defined as “the process by which individuals acquire social skills, beliefs,
values, and behaviors necessary to function effectively in society or in a particular group
(American Psychological Association, n.d.). Socialization happens throughout all stages of an
individual’s life. Because this study focuses on women high school band directors, I highlight
multiple forms of socialization as they potentially impact women music teachers and conductors.
These socialization processes include gender socialization, music teacher socialization, and
conductor socialization.
Gender Socialization

“Gender socialization is a process by which individuals develop, refine and learn to ‘do’
gender through internalizing gender norms and roles as they interact with key agents of
socialization” (Dipti, 2022, p. 9). Key agents are often people and influences on which
individuals place personal value and validation. For gender socialization, these influences often
include “family, the media, school and peers” (Dipti, 2022, p. 9). Socialization is the process by
which these agents teach, normalize, reinforce, and police gender roles based on familial and
societal expectations (Dipti, 2022; Schroeder & Liben, 2021). Gender socialization takes a
variety of forms (e.g., men vs. women characteristics and personas, clothing expectations,
expectations of occupational choice, family and relationship expectations). It is also important to
note that the societal norms and familial expectations that drive gender socialization are not a
fixed set of standards. These standards have undergone major shifts throughout history and
continue to change and morph within society (Johnson, 2022).

The pressures that individuals feel to conform to gender expectations are referred to as

felt pressure (Schroeder & Liben, 2021). In their work on felt pressure and cultural gender roles,
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Schroeder and Liben (2021) discussed how differences in children’s preferences and their
parents’ or peers’ expectations can create gender conflict. The researchers found that the more
felt pressure a child experienced, the less likely they were to confront peers’ sexist comments.
Interestingly, parents’ gender expectations were not associated with children’s felt pressure,
which brings into question whether peers’ expectations are valued more beyond a specific age.
This finding also brings into question what other ways parental expectations may manifest in
gender socialization and what other agents of socialization are most impactful for children
(Schroeder & Liben, 2021).

Addressing some of the familial factors that impact gender socialization of children,
Bertrand (2019) studied what the author referred to as non-traditional family structures (i.e.,
family social units where parents do not assume historically prescribed gender norms within a
two-parent partnership) and how the experience of growing up in one of these families impacted
gender socialization. The researcher found that family situations that children encountered
between age six and 15 shared a strong relationship with the gender socialization that manifested
when the children became young adults (Bertrand, 2019). Additionally, the results indicated that
those children who grew up in homes where “mothers display greater labor market power move
children’s views on gender roles in a more liberal direction” (Bertrand, 2019, p. 119). These
findings suggest that family characteristics and circumstances, as well as parental influences may
be impactful not only through childhood, but into adulthood. In response to these findings, I
wondered how much parental and family expectations play a role in the occupational choices and
education of young adults—especially young women who see their mothers in positions contrary

to traditional gender norms.
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To look at the relationship between the occupational choices of children entering
adulthood and the impacts of their parental/familial socialization, Lawson et al. (2015) conducted
a longitudinal study. The researchers reported that there was no relationship between parents’
work life (i.e., “work hours per week and the gender typicality of parents’ occupations”) and
their “children’s occupational attainment” (Lawson et al., 2015, p. 33). The researchers also
found that “both men and women who spent more time with their fathers attained more male-
typed occupations in young adulthood” (Lawson et al., 2015, p. 33). This finding is in alignment
with Bandura’s social learning theory, which presents observation and role models as agents of
socialization. I will explain and discuss more about social learning theory in the next section as it
also pertains to music teacher socialization.

Lawson et al. (2015) also discussed how occupational attainment was potentially
impacted by other non-familial factors. They posited that “aspirations may be more strongly
associated with socialization experiences than is occupational attainment” (Lawson et al., 2015,
p. 34). This finding allowed the researchers to consider economic and job market factors as
potentially impactful and related to occupational attainment (Duffy & Dik, 2009 as cited in
Lawson et al., 2015). These results also led me to wonder about occupational attainment and
potential gendering impacts of socialization during higher education, occupational training, as
well as socialization by friends, peers, and romantic partners during young adulthood.

This research on socialization is critical for understanding how women high school band
directors are socialized through their upbringing. Agents of socialization include gender as
exemplified by parents, family, peers, and culture. Realizing what women are socialized to
believe about themselves as well as their home and professional roles contextualizes the ways

women are socialized prior to professional entry, and provides a foundation on which women
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will continue to experience music teacher socialization. This literature establishes a foundation
on which to further explore how women band directors’ gender socialization is based on their
upbringing in addition to the socialization that occurs when they become high school band
directors. In the next section, I will discuss the literature specific to music teacher socialization.
Music Teacher Socialization

Social Learning Theory

In music education, teacher educators, ensemble directors, and performance studio
teachers all use models as a means of instruction. Social learning theory, which is the work of
Bandura (1977) is based on the idea that a significant part of our learning occurs through the
observation of models (Cherry, 2022). This learning can be based on a live model through which
individuals see actions or behaviors that can be imitated. A model can also be symbolic (i.e., a
role model with which an individual may not interact directly) such as a fictional figure from
popular culture or a famous conductor. Modeling can be verbal, visual, or a combination of the
two (e.g., classroom instruction, verbal tutorials, how-to videos, guided hands-on activities). It is
important to note that just because an individual learns how to do something does not necessarily
mean that they will change their behavior or implement that learning in an actionable way
(Cherry, 2022).

Social learning theory also has an active role in the socialization of music teachers. In
preservice music teacher training, music teacher educators utilize models to aid in instruction.
Observation of such models can take many forms (e.g., preservice field observations,
observations of cooperating teachers during student teaching practicum, video observations of
conductors). For practitioners in the field, observations of models are less common, but can still

be an active part of socialization. In school districts where mentoring and collaborative
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interactions are encouraged or a part of induction for new teachers, more experienced teachers
may serve as observed models. When music teachers attend music conferences, they also have
opportunities to observe rehearsals of ensemble conductors and teachers as lecturers or leaders of
clinics. It is important to note, however, that the prevalence of these models does not mean that
preservice teachers or practitioners will adopt the methods that they see utilized in the
observation or that the models always socialize in ways that should be emulated.

While Bandura’s social learning theory is useful for analyzing many aspects of being and
becoming a music teacher, it falls short when being used to analyze the patriarchy at play in the
lived experiences of women band directors. Much of how band directors are socialized can be
accounted for based on learning from models. However, social learning theory does not take
account of socialization through other routes such as family expectations (especially those that
may not be modeled or may be unspoken), media representation of gender, traditions based in
patriarchy, pressures from students’ parents and administrators, teacher personality, and personal
perceptions of how others see the teacher. With the learned behaviors associated with patriarchal
practices comes subtle, but impactful socialization pressures to adhere to, police, and reinforce
those practices.

Other Agents of Music Teacher Socialization

Research on music teacher socialization focuses on a combination of primary and
secondary socialization processes, each with its own set of agents. Isbell (2008) discussed music
teacher socialization within two crucial times: primary occupational socialization and secondary
occupational socialization. Each of these times involves different agents of socialization that

influence the career decisions of students and preservice teachers.
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For the purposes of this discussion, primary socialization refers to occupational primary
socialization which includes an individual’s time in school and private lessons prior to collegiate
study (Woodford, 2002). During primary socialization, students’ school music teachers comprise
the majority (63%) of an individual’s agents of encouragement toward the pursuit of music
education as a career (Isbell, 2008). Other agents of socialization during this time include
parents, private lesson teachers, community music teachers, friends, and siblings (Isbell, 2008;
Draves, 2012). Draves (2012) found that students were in the beginning stages of teacher identity
as high school students with ambitions to pursue a music education career, reinforcing the
importance of this time in the socialization process.

Researchers also found primary occupational socialization as a formative time because of
the amount of time students spend observing and interacting with their own music teachers
(Draves, 2012). This aspect of socialization aligns with Lortie’s (1975) apprenticeship-of-
observation theory. The theory is based on the fact that most students spend around 13,000 hours
observing their school teachers by the time they finish 12" grade. Most of what students learn
about teaching or assuming the role of a teacher comes from intuition and imitation. The student
approach to learning about the profession is, at least initially, not based in pedagogy, but rather
on personality and how the students perceive or imagine their teachers’ experiences in a variety
of settings (Lortie, 1975). Because apprenticeship-of-observation is inherent as a part of most
preservice teachers’ experiences, preservice teachers may not be fully aware of the challenges of
the profession, as those experiences are often dealt with behind closed doors.

Further discussing music teachers as agents of socialization, Porter et al. (2017) found
that the primary socialization of music teachers is not always positive. Results indicated that only

about half of their music teacher participants (52%) encouraged students to explore music
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teaching as a potential career option. The other half of the music teachers felt either unsure
(27%) of whether to encourage their students toward music teaching, or discouraged (21%) their
students from considering music education. This finding was intriguing because “93% of the
respondents reported teaching music to be a fulfilling career” (Porter et al., 2017, p. 18). The
reasons music teachers gave for discouraging students from pursuing music education as a career
dealt with aspects of the job such as time commitment, heavy workload, work-life balance
issues, and low pay (Porter et al., 2017).

Occupational secondary socialization refers to the time that one begins training as a
preservice teacher in collegiate music education (Berger & Luckman, 1966). During this time,
Isbell (2008) found that parents and music education professors were among the most positive
influences on participants’ decisions to continue pursuing a music education degree. Randles
(2012) used a metaphorical story to provide insight into the agents of socialization for student
teachers. Supervising teachers, professors, and newly-found colleagues all played roles in the
socialization of music student teachers as their identities changed from student to teacher
(Randles, 2012). Even though preservice teachers perceived their mentor teachers and
cooperating teachers as very positive influences, they were also perceived as the least positive
influences on their career decisions. The preservice teachers ranked their college performing
experiences as the most positive influences (Isbell, 2008).

Researchers have identified primary and secondary socialization as important in the
process of occupational development. During these crucial times, formative agents of
socialization can provide experiences and opportunities that may encourage music students to
remain on a career trajectory toward music education—a process that operates as recruitment for

the profession, therefore helping to counterbalance attrition. Agents of socialization may also
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establish relationships with students and preservice teachers that may lead to mentorship as
preservice teachers progress through teacher preparation programs and enter the field. Further,
the research findings about primary and secondary socialization left me with questions about
whether agents of socialization are doing enough to encourage and equip women preservice band
directors for the challenges they will likely face in the profession, hence looking at other
mechanisms for socialization.
Music Teacher Socialization in Music Education Resources

Gender as it relates to conductor and music teacher socialization is also evident in
reference books and resources for band directors. In 2015, Kruse et al., studied photographic
representation of men and women between 1961-2011 in Music Educators Journal publications.
These researchers found that in 2011, women were significantly underrepresented in
photographs. Women accounted for only “32% of conductors, 24% of teachers/presenters, and
35% of named persons featured” in this practitioner journal (Kruse et al., 2015, p. 495). The
researchers also found that of the 50 years studied, the last two, 2010 and 2011, featured the
lowest percentages of representation for women as music teachers (Kruse et al., 2015).

Music Educators Journal, a journal publication of NAfME (National Association for
Music Education) is aimed at a readership of music education practitioners. As of 2015, the
journal distribution was around 80,000. Because of the prominence of this journal, the
researchers shared their concerns about how women might perceive their lack of representation.
They wrote:

This starkly disproportionate representation of females compared to males is not

encouraging to young women aspiring to conduct or hold leadership positions in music
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education and could send an inadvertent message that women are less capable in these

roles than are men. (Kruse et al., 2015, p. 495)

When women preservice teachers read music education journals and find that men are
featured much more prominently as powerful leaders in the field, women may take it as a
message that those positions are not for her (Kruse et al., 2015). In other words, experiences like
this may be negatively influential on preservice women band directors’ identity development
(Kruse et al., 2015).

Besides just statistics, in documenting women'’s underrepresentation in the band directing
profession, important evidence exists in band directing resource literature. One example is the
lack of inclusion of women contributors to materials such as the Teaching Music Through
Performance in Band book series. I intended to count the number of women contributors in these
books, but there were none. The 12 volumes include background and teaching materials on a
wide range (grades 2-6) of band music. These books also contain chapters by “a team of
nationally recognized band directors and teachers...” (GIA Publications, n.d.)—all of whom are
men. While I do not know the details of how or why this set of books came to be, and I
appreciate the work of the men who contributed to these chapters, it is still difficult to
acknowledge that there were no contributions from women included in a band resource series of
this magnitude. Conversely, the two Teaching Music Through Performance in Beginning Band
volumes and the single Teaching Music Through Performance in Middle School Band volume,
each contain contributions from at least one woman band director author. The representation of
women band directors as authors in the books on beginning band and middle school band further

reiterates the gender disparity of women between the middle and high school levels. This
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example sends the message that it is acceptable for women to be experts of their craft at the
beginning and middle school levels of band, but not at the high school or collegiate levels.

The Rehearsing the Band book set is another resource for directors. As far as
representation, this book set looks very similar to the Teaching Music Through Performance in
Band series. Out of the 33 author contributions in these three books, only two are written by
women—that is, 6% representation. The representation of women in these books further
perpetuates the status quo.

Socialization takes many different forms both inside and outside of the music education
profession. Through the representation and instruction in professional journals, authors continue
to bring the issues associated with conductor gender to light. They inform readers of the
difficulties and status quo within the expectations of the music profession. Further, the lack of
representation of women music teachers, and in particular high school band directors, in resource
books aimed at music educators raises a significant question in terms of the profession’s role in
socializing women to believe that only men are valued as high school directors.

As I embarked on this study of women band director experiences, I planned to further
investigate socialization from within and outside of the profession. I sought to better understand
the web of socialization related to traditions of feminine behaviors, spoken and unspoken
expectations, as well as attitudes and beliefs from within the profession. I was further interested
to fully understand what creates the paradoxical gender expectations for women and the band
directing job—how women can be criticized for femininity, but also criticized when they assume

characteristics that are not associated with being a woman—a double bind' situation. Double

!'For more on double binds, see Chapter 4 under Obstacles for Women High School Band Directors.
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binds create a seemingly impossible situation for women who hope to enter an occupation
traditionally dominated by men.
Conductor Socialization

In addition to teacher socialization and the emphasis on modeling, there is an additional
layer of career-related socialization that impacts women band directors—the socialization
process specifically for conductors. Women in conducting leadership positions have been a topic
of interest in both popular media and research work for more than 30 years.

In professional magazines and newspapers, authors have analyzed and presented
perceptions about the leadership abilities of women in conducting positions. In their 1991 article
published in The Musical Woman: An International Perspective, Lawson discussed the careers of
women as conductors and what conditions they felt would be necessary for complete equity for
women in such a men-dominated profession. They acknowledged the progress that has been
made to this point, but also discussed the challenges they believed would be present for women
conductors for years to come.

The primary challenge was the critique of women for being emotional. “There are some
who would point to this and claim that it weakens the ability of women to be firm, aggressive,
and demanding...” (Lawson, 1991, p. 216). The author also acknowledged that women are
socialized to be “nurturing, supportive, and intuitive, while men traditionally have been expected
to act out their thoughts and take risks, all while displaying total control and unemotional
responses” (Lawson, 1991, p. 216). This work gets to the heart of how women are traditionally
socialized and how this socialization creates issues as women attempt to make progress toward
equal representation as ensemble conductors. Despite the age of this article from 1991, the

socialization for women as described in this article still stands as a barrier for success in careers
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as conductors, and I argue that some of the same characteristics are troublesome for women high
school band directors. In this study, I sought to better understand the socialization of women
band directors. I aimed to understand how socialization might both create the conditions that
influence women’s negative experiences of psychological constructs, but also how their
socialization may be further influenced by constructs like impostor phenomenon, vulnerability
(or the inability to be vulnerable due to socialization), perfectionism, and self-efficacy/self-
esteem.

In a more recent article from The Guardian newspaper, Tilden (2017) discussed the lack
of women in jobs as conductors and how there is growth in this area, but that the growth is quite
slow. When asked about qualities related to conducting that women need to work on, Marin
Alsop? and several other conductors talked about women needing to work on their ability to
clearly communicate power and confident intention. Alsop said, “Society interprets women’s
gestures very differently, so that if women are exuding an aura of extreme confidence, that can
be deemed off-putting, whereas it’s desirous for men” (Tilden, 2017, para. 17). In other words,
there is a certain expectation of how women will present themselves, and anything outside of that
expectation can be detrimental to their success in an occupation traditionally dominated by men.
Also, it is important to note that The Guardian is a newspaper published in the U.K. and that this
knowledge brings up further questions about how the opinions expressed in this paper might

differ from those individuals in the United States. The presence of gender discrepancies for

2 Marin Alsop is a woman orchestral conductor—"the first woman to serve as the head of a major orchestra in the
United States, South America, Austria and Britain” (Marin Alsop, n.d.). She has working relationships with
orchestras such as the ORF Vienna Radio Symphony Orchestra, the Chicago Symphony Orchestra, the National
Orchestra Institute and Festival, the Baltimore Symphony Orchestra, and the London Philharmonic (Marin Alsop,
n.d.).
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conductors in this publication also suggested that the socialization expectations of women may
be problematic in countries beyond the U.S. and the U.K.

Acknowledging how conductors make meaning of their experiences as individuals within
specific contexts is important. In her analysis, Byczkowska-Owczarek (2022) discussed the
socialization of orchestra conductors with agents including interactions with people and groups
as well as the musical score. She explained that, “the image of a resolute and determined
conductor is sustained due to the expectations of other social actors engaged in the process of
performing music” (Byczkowska-Owczarek, 2022, p. 149). She further described this role-
making socialization as a “balancing between the individual (the artistic) and the social (the
persuasive, the organizational)” (p.149). In the context of women’s conducting experiences, this
author may be pointing researchers to further investigate how women attempt to balance their
individual qualities (i.e., what they find valuable about themselves as women) with societal
expectations and the pressures placed on women by agents of socialization in a variety of
contexts.

A Note About Gender Socialization

All of the processes mentioned in the section above influence and contribute to the
socialization of band directors. Among research about music teachers, and specifically band
directors, gender is undertheorized. In the above sections, I discussed literature related to gender
socialization among women and as a part of women band directors’ experiences. It is important
to note, however, that some men deal with similar gender toxicity. For example, men who do not
subscribe to masculine characteristics associated with patriarchal power are also subject to
oppression. Socialization plays a significant role in who individuals become and why. Toxic

masculinity, for example, is the result of patriarchal power under which men are socialized to
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believe they must be strong, tough, and assertive (Foss, 2022). Rather than be accepted the way
they are, men are expected to reject any stereotypically feminine characteristics and are not free
to share emotions (Foss, 2022). I will discuss more about how patriarchal power is harmful for
individuals of all identities in Chapter 7.
Summary
In this section, I discussed multiple layers of socialization that may impact music
teachers. I began by defining socialization. Discussing gender socialization, I examined how
parents, peers, and family socialize children as they develop into young adults. I also discussed
gender socialization related to occupational interests and models within non-traditional family
units as impactful. Next, I delved into music teacher socialization, beginning with exploration of
social learning theory and its ties to music teacher socialization through observational practices.
After problematizing the shortfalls of social learning theory, I explored other agents of music
teacher socialization, specifically focusing on the roles of teachers, parents, peers, and
experiences in primary and secondary socialization. This exploration also included music teacher
identity development. I finished the discussion of music teacher socialization by discussing how
it relates to women’s lack of representation in music education resources for high school band.
Concluding the section, I explored popular culture assessment and research literature associated
with conductor socialization. Each of these facets of socialization combine as inextricable parts
of women band directors’ experiences.
Feminism
In this section, I discuss my use of feminism as an analytical tool for my research on
women band director experiences. Providing a working definition for feminism, I specified some

basic tenets of feminist theory. I concluded the section by identifying and defining discrimination
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and stereotyping as two elements of gender oppression that served as analytical lenses as I
explored participant experiences.
Defining Feminism

Considering the changes that have occurred in feminism between the late nineteenth
century and now, there are many different messages and emphases associated with feminist
theory. In her work on feminism, hooks (2015b) discussed the complexity of feminism and how
feminist work requires intentionality and a consideration of many intersections of identity,
individual experiences, societal expectations, as well as relationships. hooks defined feminism as
such:

Feminism is the struggle to end sexist oppression. Its aim is not to benefit solely any

specific group of women, any particular race or class of women. It does not privilege

women over men. It has the power to transform in a meaningful way all our lives. Most
importantly, feminism is neither a lifestyle nor a ready-made identity or role one can step

into. (hooks, 2015b, p. 28)

I chose hooks’ definition because she challenges taboo attitudes and perceptions of
feminism. Her definition does not demonize men or create a culture completely absent of men
and their ideas; nor does it emphasize women as victims of oppression. Instead, her definition is
about empowerment of women and women forming bonds based on “shared strengths and
resources” (hooks, 2015b, p. 46). Her definition is about activism that will seek to change
systemic oppression rather than simply individual situations, and she calls both women and men
to action to make these changes. Analyzing the experiences of women band directors through
this lens provided insight into the challenges associated with what it means to be a woman and

what women bring to their experiences based on the identities they hold. Feminism as a lens

26



provided insight as I sought implications for change in instrumental music education—a portion
of the profession where white men are the majority.
hooks’ definition and writings also make the assertion that feminism is for everyone
(2015a). Feminist theory necessitates that women self-critique and look inwardly to understand
their own roles in oppression based on their identities and privilege pertaining to issues of race
and class (hooks, 2015b). hooks also addressed men’s roles in feminism based on patriarchal
oppression:
Patriarchal masculinity teaches men that their sense of self and identity, their reason for
being, resides in their capacity to dominate others. To change this males must critique and
challenge male domination of the planet, of less powerful men, of women and children.
(2015a, p. 70)
This statement placed the responsibility for the advocation of women’s rights not just on women,
but also on men. hooks envisioned how masculinity might be reconceptualized saying, “What is
and was needed is a vision of masculinity where self-esteem and self-love of one’s unique being
forms the basis of identity”” (hooks, 2015a, p. 70). In other words, the problem is not masculinity
itself, but the way that masculinity has been consumed by patriarchal power to dominate
femininity and lessen its value.
Facets of Feminist Oppression
I used feminist theory as a lens through which to view participant data and to guide my
analysis, discussion, and implications. To aid in my study, I identified two facets of oppression
that feminist theory makes intelligible as they relate to women’s experiences. These facets are:

discrimination and stereotyping.
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Discrimination

Gender discrimination is about restriction of opportunities and unequal practices based on
one’s gender (Salvini, 2014). Several examples of gender discrimination may include biased
expectations based on gender, job responsibilities, pay disparities based on gender, and inability
to access certain opportunities due to gender. Motherhood is also another common factor related
to gender discrimination and can create issues in job hiring processes for women (Ishizuka,
2021). In this research study, I investigated what gender discrimination looks like for women in
high school band directing. I was eager to analyze potential psychological connections to these
experiences and how women interpret, process, and make meaning of discriminatory encounters
(Roebig, 2020).
Stereotyping

Stereotyping is a continuous challenge for women. Stereotyping is defined as “an often
unfair and untrue belief that many people have about all people or things with a particular
characteristic” (Britannica, n.d.). In the case of this study, that characteristic was one’s identity as
a woman. Having a hunch that stereotyping impacted women band directors’ experiences, | was
interested in examining stereotypes related to occupational choice, occupational sorting, and
people’s beliefs about what jobs are most suited to men and women. I also explored how gender
stereotypes can conflict and manipulate individuals’ beliefs about their abilities to be successful
in specific roles and jobs (Gerdeman, 2019). I was interested to look at the potential
psychological connections to stereotypes and how gender stereotypes impact hiring practices for
women in the band directing profession.

Based on these two facets of gendered oppression, I provided several examples of

relevant topics for investigation in this study. This was not an exhaustive list, but aided in my
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investigation and analysis. I intentionally kept the definitions of each facet of oppression brief in
an attempt to limit preconceptions and potential bias surrounding topics that I would potentially
encounter as a part of my analysis.

In this section, I discussed feminist theory as an analytical tool for this study. I began by
providing a definition of feminism and some information about its main components.
Concluding the section, I provided definitions and working examples for two facets of
oppression: discrimination and stereotyping. These two facets of oppression served as analytical
considerations for exploring participants’ experiences.

Research Questions

I used the following question and sub-questions to guide my research:

How do participants who have left high school band directing to move into collegiate music
education describe and make meaning of their experiences?

a) What factors or elements of women band director experiences influenced women’s
decisions to move from high school band directing to collegiate music education?

b) What were the women band directors’ experiences of psychological constructs such as,
but not limited to impostor phenomenon, vulnerability, perfectionism, and self-
efficacy/self-esteem?

c) How do women former band directors make meaning of their experiences?

Chapter Summary

In this chapter, I introduced my project based on the experiences of women high school
band directors who chose to leave their work in K-12 teaching and move into collegiate music
education. I began by sharing two vignettes to help the reader understand my positionality and

how I came to this work. I also shared experiences that led me to ask questions specifically about
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other women band directors’ experiences with impostor phenomenon, vulnerability,
perfectionism, and self-efficacy/self-esteem. Delving into the research literature, I introduced
topics that were relevant to the need for this study. These topics included music teacher attrition,
work-life balance and burnout, gender socialization, music teacher socialization, and conductor
socialization. I then discussed feminism as an analytical tool through which I examined
participant experiences. Concluding the chapter, I shared the research questions that guided this

study.
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CHAPTER 2: LITERATURE REVIEW

In this chapter, I start by discussing the existing literature about women band directors’
experiences. I explore many of the challenges encountered by women band directors as a result
of patriarchal power. Next, I examine the psychological constructs of impostor phenomenon,
vulnerability, perfectionism, and self-efficacy/self-esteem as well as how these constructs have
been studied both outside and inside of music education. Impostor phenomenon, vulnerability,
perfectionism, and self-efficacy/self-esteem are topics that have not been researched extensively
in music education. Delving into these constructs may be a helpful place for teacher educators to
begin understanding women band director attrition, and as a starting place for understanding how
these constructs and others may have influenced the experiences of women former high school
band directors. Women’s experiences based on these constructs often result in movement within
the profession or attrition, which are understandable responses to patriarchal oppression. To help
the reader better understand these constructs and how they have been researched as a whole, I
also include examples of work from outside of music education. Finally, I conclude the chapter
by acknowledging gaps in the literature and explaining the need for this study.

Women Band Director Experiences

The body of literature on women band directors is still quite modest, but covers a wide
range of topics—including experiences of gender inequities. In the following sections, I will
address challenges and expectations as identified by researchers in the literature on women band
directors’ experiences. I will begin with challenges of time commitment and support, which have
been identified by both men and women directors. While highlighting how these challenges may
be perceived differently by some women band directors, I will also address topics which

researchers discussed as being specific to women’s experiences. These topics include
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expectations of masculinity as well as motherhood, harassment, stereotyping and discriminatory
experiences, the old boys’ club, professional identity, and gender microaggressions.
Time Commitment and Support Challenges

Researchers have identified challenges that exist not only in women’s band directing
jobs, but also at least anecdotally, in the lives of most directors regardless of their gender identity.
For example, several participants in Sears’ (2010) study talked about how the jobs of band
directors often took priority over marriage relationships and how both men and women struggled
with work-life balance. Other challenges, which are well-documented among band directors,
include time commitment, workload, and support (Bovin, 2019; Coen-Mishlan, 2015; Fischer-
Croneis, 2016; Mullan, 2014; Neel, 2019; Shaw, 2014; 2016; Wilson, 2014).

Although time commitment and support were issues faced by both men and women band
directors, several researchers addressed these issues specifically from the vantage point of
women directors and highlighted ways in which these issues may be specifically challenging for
women. Many women band directors expressed that their personal relationships were hampered
by the demands of their job. One director specifically referenced working as many as 75 hours
per week and suggested the need for a supportive partner who could understand the demands of
this type of work (Coen-Mishlan, 2015). Wilson (2014) also found that women struggled to
balance time spent between family and work-related tasks. Fischer-Croneis (2016) found that
their participants perceived band directing to be quite time consuming and that having a
prominent high school or collegiate position contributed to the expectations of time commitment
from the directors. One woman participant said, “I constantly felt that I had to prove myself, I
felt judged all the time” (Bovin, 2019, p. 39). Statements like this suggest that women’s

perceptions of time commitment may be elevated due to their feelings of needing to work harder
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than their men counterparts in order to achieve success (Bovin, 2019; Coen-Mishlan, 2015;
Mullan, 2014).

Several researchers further discussed the importance of support from family and friends
while in the profession (Bovin, 2019; Coen-Mishlan, 2015; Fischer-Croneis, 2016; Wilson,
2014). Women band directors attributed support from family, friends, and co-workers as a
necessary contributing factor in their success—success relating to both their roles in the
occupation and their identities as directors (Bovin, 2019).

Expectations of Masculinity for Women

Many researchers have identified expectations of masculinity as a major theme in the
literature on women band directors’ experiences (Fischer-Croneis, 2016; Foley, 2019; Furman,
2012; Mullan, 2014; Sears, 2014). Participants (Foley, 2019; Sears, 2014) talked about gender as
being performative in a way that echoed the work of Butler (1990). Butler (1990) discussed how
an individual’s words and actions are what make up one’s gender. They suggested that there was
not a predetermined, natural status for gender apart from how one performs it. Butler said in this
sense, “reality is fabricated as an interior essence...” (Butler, 1990, p. 185). What one performs
as their gender is based on the individual’s identity and is impacted and policed by external,
social expectations (Butler, 1990). In the studies of women band directors, the social expectation
of masculinity and traditional patriarchal standards often require women to perform masculinity
(Foley, 2019; Sears, 2018). Foley (2019), for example, talked about how their participants “did
gender” daily. This need to perform gender is at least partially due to historical precedents and
society’s views of prominent, high school and collegiate band directing positions as being
exclusively for men (Gould, 2001; Sears, 2014). Sears (2014) also talked about the need for

women directors to mask their feminine personas, by performing masculine characteristics,
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regulating their identity through clothing choices, and adjusting their teaching practices to
embrace masculinity.

Women band directors also talked about expectations of masculinity that could be seen in
the hiring processes that they experienced (Bovin, 2019; Fischer-Croneis, 2016; Furman, 2012;
Mullan, 2014). Many women experienced being hired to fill jobs where administrators just
needed a warm body—positions where there was little to no competition for the job,
unestablished band programs, and programs that were in building or recovery stages (Mullan,
2014). Based on their gender, other participants discussed being questioned by administrators
about their capabilities to handle specific teaching situations (Furman, 2012). During interviews,
women felt that they had been asked questions that would never have been asked of their men
counterparts or were given advice based on their gender. In one interview, a woman was asked
how she was “going to control lippy six-foot-four trombone players...” and continued stating,
“They would NEVER ask a man if he would be scared in front of 100 kids in marching band”
(Fischer-Croneis, 2016, p. 187). Moore (2022) shared the experience of another participant who
had been told by a school board member that they did not think she was capable of classroom
management. He said, “Well, we really just didn’t want to hire you because you’re a woman, and
we didn’t feel like you could control the students” (p. 32). These quotes are three specific
examples of administrators and school board members asserting their expectations of masculinity
into the hiring process.

Biases in interviews can also come in subtle ways including questioning women’s
commitment, alluding to potential career diversions such as marriage or childbearing. One
participant was given advice not to wear her large engagement ring as it might lead the

interviewers to assume that the woman would not need to work and therefore, may not be

34



committed to the position (Fischer-Croneis, 2016). The lack of confidence in women shown by
administrators responsible for hiring women for high-performing, prestigious band directing jobs
and their perception of the need to question the abilities of women to handle certain teaching
situations reflects the expectations of masculinity displayed by many school administrators and
reinforces the perception that feminine characteristics are not valuable for these positions.

As I have highlighted in this section, expectations of masculinity for women band
directors are present in many aspects of their work. These expectations are present in women
band directors feeling the necessity to assume and perform masculine characteristics as a part of
their everyday work, in the interactions involved with hiring processes, and administrators’
assumptions about women regarding commitment based on marriage and childrearing. In the
next section, I discuss more about challenges related to motherhood.

Motherhood Challenges

Challenges related to motherhood were a popular topic among women directors (Bovin,
2019; Fischer-Croneis, 2016; Fitzpatrick, 2013; Mullan, 2014; Webb, 2021; Wilson, 2014). Some
women felt that they had to balance being/feeling like a parent to both their biological children as
well as the children in their ensembles (Wilson, 2014). Many women directors who were also
mothers experienced “mommy guilt” as they struggled with feeling guilty about spending time
with their children at home instead of being at work, and vice versa (Bovin, 2019; Fitzpatrick,
2013; Wilson, 2014). Women directors who were also mothers placed extra value on support
from their partners and families—especially in the form of childcare (Wilson, 2014). Fitzpatrick
(2013) shared that women band directors, who were also mothers experienced a difficult time

balancing home and work life due to lack of time. Bovin (2019) and Webb (2021) corroborated
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those findings. The necessity to balance home and work life created issues when women needed
to determine what tasks to prioritize (Fitzpatrick, 2013).
Challenges Involving Harassment

Women also talked about challenges with harassment from men (Bovin, 2019; Jones,
2010; Mullan, 2014; Sears, 2018). In Sears’ (2018) study, the participant described their inability
to confront an administrator who acted inappropriately. The participant said, “...he would do
things in the office in front of the office staff and the other teachers like, give me a hug and kiss
me on the cheek. Call me babe and put his arm around me...” (Sears, 2018, p. 106). Bovin
(2019) reported that the women in their study had also experienced harassment through name

99 ¢¢

calling (e.g., “babe,” “hun,” “sweetheart” (p. 39)), as well as instances of “rude, offensive, and
vulgar sexual comments” (Bovin, 2019, p. 39). One of Jones’ (2010) participants described how
her predecessor talked to her in patronizing, but “seemingly innocent words” (p. 48). The
participant described an incident where she heard him say, “Hey, sweetheart. You here, darling”
(Jones, 2010, p. 49)? This is an example of disrespect based in the patriarchal assumptions that
men have the right to talk to women in a condescending, belittling manner. In other words,
women are often treated as though they are not due the same respect as their men counterparts.
Challenges With Stereotyping and Discriminatory Experiences

Researchers also discovered that stereotyping and discrimination were common
challenges for women band directors (Fischer-Croneis, 2016; Mullan, 2014; Sears, 2010). One
example of this discrimination and stereotyping is a study by Shouldice and Eastridge (2020) in
which they compared the ratings of ensembles based on the gender of the conductors at the

Virginia Band Performance Assessment. The researchers found a “statistically significant

association between performance rating and director gender” (p. 131). This finding was
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especially noticeable among the high school ensembles, of which many conductors were men.
The researchers suggested this trend may have been due in part to the fact that many women
were hired into smaller, less established programs, where the expectations for performance may
have been lower than prominent programs often run by men (Shouldice & Eastridge, 2020).

Women also experienced stereotyping through negative perceptions and mistaken
identities (Fischer-Croneis, 2016; Foley, 2019; Mullan, 2014; Sears, 2010). In one study, some
people assumed that women directors held other, more feminine roles such as the color guard
instructor, the assistant director, or the band director’s spouse (Sears, 2010). In another study
(Moore, 2022), a participant shared, “When we go to a band competition or even a football
game, the referee will try to find the male band director and they’re like so surprised that it’s a
female band director” (p. 33). The assumptions that women will not hold jobs that have been
historically reserved for men is an example of persisting patriarchy that assumes women do not
possess the characteristics necessary to hold leadership positions.

Mullan (2014) shared that women band directors struggled with disrespect due to their
gender. Participants expressed that students and parents often perceived the women directors as
being “too mean or aggressive” as opposed to a man using the same tone and their behaviors
being perceived as “assertive” (Mullan, 2014, p. 148). One of Sears’ (2010) participants
described a similar situation as being a “delicate balance” for women when determining how to
reveal their persona (p. 194). Some women worked to assume characteristics of the traditionally
masculine persona and leadership styles (e.g., assertiveness, confidence, aggressiveness,
extraversion, toughness), feeling the need to conceal their femininity as a part of the job (Sears,
2010). Foley (2019) shared that this delicate balance was also necessary at the collegiate level. In

order to be accepted within the collegiate band directing profession, women needed to be very
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deliberate in their maintenance of identity based on professional expectations and fluid personas.
These examples of discrimination and stereotyping further suggest that women band directors are
not allowed to simply be themselves.
Challenges With the Old Boys’ Club

Researchers found challenges with the old boys’ club to be a significant obstacle for
many women band directors (Bovin, 2019; Boykins, 2022; Coen-Michlan, 2015; Fischer-
Croneis, 2016; Mullan, 2014). Many women felt disrespected and unwelcomed by their men
colleagues who seemed to be part of an exclusive group that met to network at professional
development conferences and other events (Mullan, 2014). Based on the findings of Coen-
Mishlan (2015), the presence of these men-dominated gender clubs made women feel they
needed to demonstrate their competence as women band directors and often led to these women
questioning the critiques they received when taking their bands to festival events. While some
participants felt the presence of the old boys’ club was declining in the profession, most did not
indicate feeling that these gender clubs would disappear completely (Fischer-Croneis, 2016).
These perceptions would lead one to believe that gender clubs are well-rooted in the traditions of
the band directing profession.
Challenges With Mentor Relationships and Role Models

Mentor relationships were a theme in many studies of women band director experiences.
In their study on the impacts of gender among women high school band directors, Jones (2010)
discussed how “the lack of female influence” created role and identity challenges for some of
their participants who lacked strong women as role models and mentors (p. 57). Cox (2020)
indicated that many participants were “quick to suggest that women needed female mentors and

role models in order to succeed as band directors but had previously paid no attention to mentor
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gender in the selection of their own mentor relationships” (p. 127). Contrastingly, Moore’s
(2022) participants did pay attention. They discussed how being African American women made
it more difficult to find women mentors in music education. One participant referred to the
underrepresentation of black women as a “double minority”—meaning that black women were
underrepresented based on both gender and race. The mentor relationships discussed by Cox
(2020), Jones (2010), and Moore (2022) were opposite to what hooks (2015b) described as the
feminist ideal where women are empowered. Rather than femininity being embraced and used as
a “shared strength” (hooks, 2015b) in mentor relationships, mentees subscribed to the patriarchal
status quo, not advocating for the “female influence” (Jones, 2010) that the women understood to
be empowering.

Mullan (2014) discussed how many women reported that they did not go out of their way
to build friendships with other women directors. Mullan cited Grant (2020) as they discussed that
some of this hesitation may have to do with Queen Bee syndrome—being unwilling to support
other women (especially those junior to them) based on perceived competition relating to their
occupational positions. Queen Bee syndrome could easily be construed as women taking on
attitudes and simply refusing to help one another, but the root of this problem is in the power
structures of patriarchal tradition. “We are taught that women are ‘natural’ enemies, that
solidarity will never exist between us because we cannot, should not, and do not bond with one
another” (hooks, 2015b, p. 43). This negative, unsupportive behavior among women seems to be
the result of the competitive and toxic environment that occurs as gender bias, and the pressure
for women to comply with dominant behaviors (i.e., aggression, toughness) associated with the
patriarchy (Harvey, 2018; Salles & Choo, 2020). Queen Bee behaviors are more likely to occur

among women in work environments where there are gender biases, and the scrutiny of
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influential women prevails (Salles & Choo, 2020). Salles & Choo (2020) emphasized that Queen
Bee syndrome ““is more a product of gender-biased environments than any individual woman’s
traits or approach” (p. 940). In other words, patriarchal oppression maintains toxicity and
impedes women'’s attempts to band together for support.

Role models, like mentors, are another important topic to discuss in relation to women
band directors’ experiences. This discussion encompasses issues of socialization by other women
directors as well as the influences of men as role models. Kincade (2021) found that “36% [of
participants] reported not having a female role model who was also a band director. For
comparison, only 14.6% of participants reported not having male role models. A small portion of
participants (7.8%) reported having no role models” (p. 166). The researcher suggested that the
lack of same-gender role models may be due to women seeking women outside the profession to
serve as role models, or that women have chosen other women who hold prestigious positions
(i.e., Mallory Thompson?) as role models. As a result, they cannot make the connections of these
relationships to their own teaching in high school bands. Many women talked about Mallory
Thompson as a role model, but I, like Kincade, wonder about the practicality of this modeling
when there is likely no personal connection or correspondence between the model and teacher.
This situation brings into question how band directors and music education researchers define
role models in terms of purpose and benefits.

Professional Identity and Gender
Professional identity and gender can be in harmony or in conflict depending on one’s

professional life. This relationship between gender and identity can be dependent on many facets

3 Mallory Thompson is the director of bands and head of the conducting program at Northwestern University. Dr.
Thompson is a highly esteemed guest conductor, lecturer, and teacher who works with conducting students and
musicians across the United States and Canada (Northwestern Bienen School of Music, n.d.).
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of one’s job including length of time in the job and assuming professional tasks that one may be
socialized to associate with a specific gender identity. In their study of 206 women high school
band directors, Kincade (2021) explored the relationship between gender and professional
identities. Results indicated that those women who were older and had more occupational
experience felt less conflict between their gender and professional identity compared to those
who were younger and less experienced. Kincade posited that this surprising finding may have
been due to attrition of those women who felt serious conflict between their gender and identity
as a band director, or that longevity in the profession may have been beneficial to some women
in resolving such conflicts. The researcher also found that women who taught classes in other
subject or content areas besides instrumental music experienced more conflict between their
gender and professional identities (Kincade, 2021). For those women who felt they must prove
their competence in a men-dominated profession, it may have been difficult to achieve that
competence if part of their teaching assignment included teaching courses that may be already
associated with femininity (Kincade, 2021) such as elementary music or middle school band.
Gender Microaggressions

Shouldice (2023) discussed how some challenges described in the literature on women
band directing experiences can be labeled as microaggressions. Microaggressions are “the brief
and commonplace daily verbal, behavioral, and environmental indignities, whether intentional or
unintentional, that communicate hostile, derogatory, or negative...slights and insults to the target
person or group” (Sue et al., 2007, p. 273). Shouldice used Sue and Capodilupo’s (2008)
framework of eight types of microaggressions in her analysis of literature about female and
female-identifying band directors. Those types were assumptions of inferiority, restrictive gender

roles, second-class citizenship, use of sexist language, denial of the reality of sexism,
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environmental microaggressions, leaving gender at the door, and sexual objectification (Sue &
Capodilupo, 2008, as cited in Shouldice, 2023, p. 286).

In her article, Shouldice (2023) suggested steps to stem the pervasiveness of
microaggressions, identifying awareness as the best place to start. She also acknowledged the
need for “action to be taken in response to gender microaggressions, particularly by those who
observe them being perpetrated toward others” (Shouldice, 2023, p. 8). Shouldice’s (2023)
implications and suggestions highlight the need for feminist activism.

Moving Forward

While the common experiences shared above are important, there are still many aspects
of women’s band directing experiences that have yet to be explored. These research topics
include, but are not limited to how women are influenced by psychological constructs,
understanding why women move within the profession, spoken and unspoken societal and school
socialization as related to gender, and preservice teacher training.

Summary

Over the past 30 years, researchers have been studying women in their occupational roles
as band directors. While the body of research about the experiences of women band directors is
still modest, several authors have identified common challenges and experiences among women
in the band directing profession. In this section, I summarized the literature on women’s
challenges associated with time commitment, expectations for women to assume masculine
characteristics, motherhood, harassment, stereotypes, discrimination, the old boys’ club, mentor
and role model relationships, professional identity challenges, as well as gender
microaggressions. These shared experiences across multiple studies give power and

trustworthiness to the common claims that women band directors endure challenges specifically
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related to their gender. In the next section, I will discuss systemic exclusion of women in band
directing and band-related roles.
Systemic Exclusion

In this section, I will address the literature related to systemic exclusion of women within
music education. I start with some basic statistics about the number of women high school music
teachers in the United States. Then, I delve into the literature that specifically addresses the
systemic exclusion of women as conductors (Gould, 2013) and band directors (Leimer, 2012;
Sheldon & Hartley, 2012). Some of this literature also addresses the lack of racial diversity
(Sheldon & Hartley, 2012) in music education.
The Statistics

Elpus (2016) conducted a study to describe the demographic characteristics of arts
teachers in the U.S. based on the 2011-12 NCES Schools and Staffing Survey. Based on high
school music teacher demographics and statistics from the survey, 40.99% were female and
59.01% were male. The survey did not provide a detailed breakdown of gender demographics
based on music content areas taught at the high school level. Therefore, the percentages would
include band, choir, and orchestra directors in addition to those music teachers who instruct
courses outside of ensemble music (e.g., music technology, music appreciation, music history,
general music). Elpus (2016) also found that there was a “significant difference of male/female
distribution of non-arts teachers and arts teachers across all four arts disciplines” measured in the
survey. His analysis indicated that the overrepresentation of men was based solely on the
differences among high school music teachers as well as an almost equal binary gender divide
among middle school music educators. Compared to the 2001 Music Educators National

Conference (MENC) statistics, the number of women teaching high school music is increasing.
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According to MENC, in 2001 women high school band directors accounted for approximately
25% of the high school directors in the U.S. While it is impossible to compare these two
numbers accurately, the increasing percentage of women high school music teachers is a positive
move. However, until further research is completed, there is no way to know for sure how much
this increase applies to women high school band directors.

Literature About Systemic Exclusion

Some of the researchers who explored systemic exclusion of women band directors
specifically addressed these trends at the collegiate level. In their 2003 critical inquiry, Gould
analyzed the cultural contexts that propelled the exclusion of women in the collegiate band
directing profession. The researcher sought to “create a narrative that described how the cultural
structures of music, performance, and college bands function in terms of the situation of women
college band directors” (Gould, 2003, para. 9). Gould later said that “as college band directors,
women are clearly the ‘wrong gender’” (Gould, 2003, para. 23). In 2003, Gould stated that
“women constitute little more than five percent of all U.S. college band directors” (para. 1).
According to the College Music Society Directory of Music Faculties, as of the 2017-2018
school year, the representation of women collegiate band directors in the U.S. had risen to 11.3
percent (Shaker, 2020).

The trends in systemic exclusion of women directors at the collegiate level are also
relevant and present at the high school level. While Gould (2003) only addressed exclusion of
women as collegiate directors, their critical inquiry helped to contextualize what socialization
looks like for band directing. High school band directing shares some similarities in terms of the
desire to maintain prestigious, high-performing ensembles. Athletic band, including marching

band and pep band responsibilities are also often experiences of both high school and collegiate
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directors. Additionally, it is important to acknowledge that high school band directing experience
is often a prerequisite for collegiate band directing, and if women are not staying in high school
jobs, this could significantly limit opportunities for women in collegiate band directing jobs.

Other researchers addressed systemic exclusion of women band directors by analyzing
representation of women as directors and wind conducting graduate students who participated in
prestigious band performance opportunities. Sheldon and Hartley (2012) analyzed the
representation by exploring trends among individuals who held music education leadership roles
between 1996-2008. The researchers also analyzed gender representation among the band
conductors present at the Midwest Band and Orchestra Clinic starting in 1947 as well as the
representation data for wind-conducting graduate students between 1999-2008. Sheldon and
Hartley (2012) reported that only 7.56% of conductors in the history of the Midwest Clinic were
women. Of the total 602 conductors between 1947 and 2008, women directed 52 ensembles.
Women made their debut as band conductors at the clinic in 1955. The researchers also found
that the majority of wind-conducting graduate students were white men (Sheldon & Hartley,
2012).

Several researchers explored systemic exclusion by looking at women’s representation as
middle school band directors in comparison to their representation as high school or collegiate
band directors. Leimer (2012) found that the representation disparity among middle school
directors in Florida was less extreme, but nevertheless persistent. Looking at representation at the
Midwest Band and Orchestra Clinic, Sheldon and Hartley (2012) found that 15 of the
performances conducted by women were those of high school ensembles, while 35 were middle

school or junior high groups.
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Leimer (2012) also found that in marching band, women were in the minority for all
adjudication captions* with the exception of auxiliary. This result corroborates Sears’ (2010)
finding about stereotypical assumptions of women assuming feminine roles. The reason for such
a result may possibly be that women are stereotyped as more competent to assume roles based on
gender. For example, individuals may assume women are more likely to be auxiliary adjudicators
because auxiliary is often associated with femininity due to its basis in dance and visual
representation.

Previous research regarding women as band directors, conductors, and adjudicators
elucidates the systemic exclusion of women in these professional roles. By examining
representation of women teaching middle school, high school, and college, the results suggest
that perhaps women are considered most capable and valued as middle school directors and
serving in roles that society socializes individuals to believe are meant to be filled by women.
These examples of systemic exclusion highlight patriarchal issues regarding why specific roles
are associated with femininity, and what socialization looks like for the women who strive to
assume traditionally men-occupied roles.

Summary

In this section, I discussed systemic exclusion of women as band directors. I began by
sharing recent statistics highlighting the number of women band directors in comparison to men
band directors in the U.S. I then summarized the literature on the systemic exclusion of women
in band directing and conducting roles at the collegiate and high school levels versus at the

middle school level. I also shared literature summarizing the gender disparity in adjudicator roles

4 In marching arts events such as marching band, adjudication captions are the categories in which ensembles are
judged (e.g., music, general effect, marching execution, percussion, auxiliary or color guard). Adjudicators are often
band directors who have retired or taken on adjudication as a side job in addition to their school day band directing
work.
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for the marching arts and how that may be connected to gender stereotyping based on
traditionally masculine and feminine characteristics. In the next section, I will discuss literature
about psychological constructs which may influence women band directors’ experiences.
Psychological Constructs

In this section, I will discuss four psychological constructs that researchers have explored
both inside and outside of music education. Based on my personal experiences in music
education, I have chosen four constructs—impostor phenomenon, vulnerability, perfectionism,
and self-efficacy/self-esteem—as a starting point for examining women band director
experiences. I had a hunch that as a part of my study I might discover more about how these
psychological constructs influence women band director experiences, interacting with other
factors. Patriarchal oppression creates an ideal environment for the negative manifestations of
these constructs to emerge. I designed this section to help the reader gain an understanding of
what each construct is, and how these constructs have been explored both inside and outside of
music education.
Impostor Phenomenon

Impostor phenomenon (IP) is a psychological construct which was first identified by
Clance in the 1970s. Clance (1985) described IP as when individuals “feel their success has been
due to some mysterious fluke or luck or great effort; they believe their achievements are due only
to ‘breaks and courage’ and never the result of their own ability” (p. 9). Despite coming from a
variety of backgrounds, individuals who suffer from IP often have similar relationships with
success. Most question their personal experiences of success and intelligence, despite having
“received objective, external evidence that they’re bright, successful, talented people” (p. 17). It

is common for successful individuals with intense IP to believe that they have deceived others
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into thinking that they possess more knowledge and capability than they really do. This causes
further fear of failure as those with IP worry that they will not be able to maintain their past level
of success. This fear manifests as hard work in an attempt to discount such irrational notions
(Clance, 1985).

Researchers studying IP have made conflicting conclusions regarding IP experiences
among men and women. Some researchers have discovered that while both men and women can
experience [P, women tend to experience it more frequently and intensely (Clance & Imes, 1978;
Sims & Cassidy, 2019, 2020; Vaughn et al., 2020). Vaughn et al. (2020) specifically looked at IP
among women in academia as professors and students at all levels. Corroborating Clance and
Imes’ (1978) findings that women are influenced by IP, the investigators found that 95% of the
1,326 women participants identified as having moderate to intense IP feelings. On the contrary,
other researchers and authors on the topic (Cokley et al., 2015; Husk & Lewis, 2024; Ramey,
2022; Sorenson, 2022; Young, 2011/2023) talked about IP as an experience that influences both
men and women equally. Husk and Lewis (2024) found no difference in IP experiences of
university faculty physicians based on gender. Among their sample of both men and women,
participants on average identified as having moderate levels of IP (Husk & Lewis, 2024). Some
researchers have concluded that while IP seemed to influence the experiences of both men and
women, sometimes their experiences were different based on outside factors. Cokley et al.
(2015) reported that there were no significant IP differences between men and women. However,
the researchers also reported that [P was more impactful on the experiences of women’s
academic achievement based on women’s engagement in academic work and feeling they needed
to work harder. Therefore, the women also often obtained a higher GPA, creating a positive

relationship between IP and women’s GPA.
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Clance and Imes (1978) discussed the IP experiences of women and how those
experiences seemed to differ from men. While women often credited success to luck or effort,
both of which are temporaneous factors, men often valued success as their innate personal
ability. Clance and Imes (1978) also believed that the origins of women as impostors developed
through family dynamics where a sibling might be seen as more intelligent or in a situation
where a woman’s family leads her to believe “that she is superior in every way—intellect,
personality, appearances, talents. There is nothing that she cannot do if she wants to, and she can
do it with ease” (p. 243). These family-based dynamics lead to distrust, doubt, and can cause the
woman to feel that she needs to prove herself (Clance & Imes, 1978). Clance & Imes’ definition
of this construct provided a starting place for exploration as I sought to determine how IP may
influence the experiences of women high school band directors. Their definition also left room
for further questions about how women may be socialized to experience IP in historically men-
dominated professions.

Exploration of IP Outside of Music Education

Imposter phenomenon has been explored extensively outside of music and music
education. Researchers have studied IP experiences within a wide variety of occupations
including health care, engineering, business, as well as among students who are studying to enter
such occupations. Some researchers believe that the findings among student populations may not
be applicable to research among adult employees in workplace settings (Vergauwe et al., 2014),
implicating the need to study both. The experiences of both students and adults are valuable in
this literature review as the experiences that individuals have as students are often carried into or

reflected in their professional experiences later in life.
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Similarities in IP experiences can be found among women at a variety of levels within
and beyond collegiate experience. Impostor phenomenon researchers, Clance and Imes (1978),
described working with women who had earned doctoral degrees. In their work, Clance and Imes
also explored a sample of women that included those in academia as well as professional women
who worked in a variety of fields. These women were all involved in either therapy for non-IP
issues, groups aimed at growth, or classes instructed by the researchers. The researchers
discussed how these individuals received honors and accolades for their work, but despite
markers of success, the women believed they lacked intelligence and qualification to be truly
successful in their chosen fields. The similarities identified among women at a variety of
experience levels suggested a need to explore the IP experiences of undergraduate, preservice
women band directors to determine potential relationships between the presence of IP prior to
entering the field and women band director attrition. It is important to acknowledge that the
Clance and Imes’ studies are 46 years old and much has changed in the psychological research
during this time. I included these studies as Clance and Imes are the originators of research on IP.
However, I believe there is still relevance to their findings as they have not been disproved. Their
research is still used in current studies and as a starting place for additional research on the topic.
In the following paragraphs, I highlight the work of researchers from the last 10-15 years,
providing examples of the work that has branched out from the foundations of Clance and Imes’
IP work.

In more recent years, IP has become a topic of interest among researchers exploring
various workplace environments. Impostor phenomenon plays a role in work attitudes and
performance (Hudson & Gonzalez-Gomez, 2021; Vergauwe et al., 2014). Hudson & Gonzélez-

Goémez (2021) explored IP in relation to temporary emotions, work performance, and career
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outcomes. IP in combination with the shame that often results from it, can exhaust individuals’
resources in a way that causes short-term issues with lessened work performance and decreased
career success. Workers with IP may have decreased creative abilities (Hudson & Gonzalez-
Gomez, 2021). Those individuals with IP feelings also tend to experience less satisfaction with
their jobs, decreased job performance based on their own efficacy perceptions, and convey
intentions to remain in their current jobs (Vergauwe et al., 2014). Despite these potentially
negative work outcomes associated with IP, Vergauwe et al. (2014) found that strong social
support neutralized the negative impact of IP on satisfaction and efficacy levels.

Recent IP researchers in academia have also explored how IP influences individuals’
perceptions of their abilities, emotions, relatedness with others, as well as whether IP impacts
men and women differently. Specifically, academic researchers have found that participants with
IP tend to have doubts about their abilities. Husk and Lewis (2024) investigated IP by looking at
the perceived teaching abilities of obstetrics/gynecology faculty physicians. The researchers
found that those individuals with higher levels of IP often evaluated their teaching abilities lower
than those individuals with lower IP feelings. Women representing every level of academia from
undergraduates to university faculty experienced IP as “feelings of self-doubt, lack of belonging,
and low confidence” (Vaughn et al., 2020, p. 790). In a study of undergraduates, Cokley et al.
(2015) identified IP as having a negative relationship with academic self-concept for both men
and women as those with higher levels of IP feelings were often not as confident in their personal
academic abilities. Among six doctoral students, Craddock (2011) also found that participants
discussed their IP experiences in relationship to feeling unsure in their abilities to maintain the

work level necessary to keep up with the high demands of work to earn a doctorate.
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From the standpoint of individuals’ relationships with others, IP also seemed to play an
influential role. Husk and Lewis (2024) found that IP had a negative correlation relationship with
emotional intelligence, or the way that one controls their own emotions as well as how their
emotional control relates to other people. Vaughn et al. (2020) also investigated how IP
influenced relationships with others. The investigators found that individuals with lower levels of
IP feelings had higher scores for connection with others in higher education (Vaughn et al.,
2020).

Exploration of IP in Music Education

Impostor phenomenon is a relatively recent addition to music education research. Despite
the small number of publications about IP in music education, the findings of these studies
highlight the influence that IP holds for college students and music faculty, alike. In each of these
studies, music education researchers used the original CIPS (Clance Impostor Phenomenon
Scale) survey as developed by Dr. Clance. With permission from Clance, several of the
researchers created modified versions of the CIPS that would measure IP feelings related to
specific music education skills or behaviors.

Several music education researchers have explored undergraduate music education
majors’ experiences of IP (Napoles et al., 2024; Rinn, 2024; Sorenson, 2022). Népoles et al.
(2024) studied IP as a predictor of burnout among music education students. Their results
indicated that of 143 student participants, the majority scored in the frequent range for IP
feelings. Other students scored in the moderate and intense ranges, but only three students’
scores fell into the lowest IP category. Rinn (2024) explored 131 undergraduate music education
students’ experiences of IP as they related to students’ use of Facebook to participate in social

comparison behaviors. His results indicated that 77.8% of the students scored in the frequent to
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intense range for IP feelings on the CIPS. Sorenson (2022) examined IP among music education
student teachers. The author also found that on average, student teachers scored in the frequent
range for IP scores on the CIPS.

Among the researchers studying music education students, demographic variables were a
popular area of inquiry. Results showed that first generation college students experience more IP
than those students who are not the first in their family to attend college or graduate school
(Rinn, 2024; Sims & Cassidy, 2020). Napoles et al. (2024) and Sims and Cassidy (2020) studied
whether students’ year in school would impact their levels of IP feelings. Among undergraduates,
students’ years in school did not impact their experiences of IP (Napoles et al., 2024). In contrast,
according to the results for graduate students, the number of years those participants had been in
school did impact their IP feelings. The longer graduate students were in their program, the
higher their IP scores (Sims & Cassidy, 2020).

IP feelings among music faculty have also been explored by researchers in music
education. In their study of early career music education faculty, Sims and Cassidy (2019)
administered not only the original CIPS, but also modified versions designed to provide
information about participants’ IP feelings with regard to teaching at the undergraduate level,
teaching at the graduate level, and research work. The results indicated that all the participants
self-identified as having IP in at least one of those three areas. Many of the participants scored in
the moderate and frequent ranges (Sims & Cassidy, 2019). Participants’ scores indicated that
research work created the most IP feelings among the faculty with over 70% of the participants
scoring in the frequent or intense ranges. Ramey (2022) explored the IP experiences of choral
faculty in different areas of their work (i.e., conducting, teaching, research). Their results

corroborated the findings of Sims and Cassidy (2019), indicating that most of the faculty scored
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in the moderate and frequent ranges on the CIPS. Additionally, among mid-career and late career
faculty, research was the job responsibility that prompted the highest IP scores (Ramey, 2022).

In some of the first research on IP, Clance and Imes (1978) made claims that women
experience IP more intensely than men. Similar to results in research outside of music education,
among [P music education researchers, there are also contradicting findings. In both of Sims and
Cassidy’s (2019) and (2020) studies, the researchers found that among music education graduate
student participants and early career music education faculty, more females self-identified as
having experienced frequent or intense IP in comparison to males. Sorenson (2022) found
contradicting results in their mixed method study. In the quantitative data, the researcher found
men and non-binary student teachers’ IP scores to be lower than women’s scores. Based on the
results of a focus group discussion, however, both male and female participants discussed strong
IP experiences, leading the researcher to believe that male and female participants experience IP
more similarly than most research reveals. Rinn (2024) and Ramey (2022) also found no
significant differences in IP experiences based on gender.

While these studies were beneficial to helping music education researchers understand

IP among music education students at the undergraduate and graduate levels, as well as early
career faculty and music faculty, their work did not address IP among practicing teachers. The
prevalence of IP among both undergraduate students and music education faculty leads me to
believe that K-12 practitioners may also experience IP. Further research is needed to understand
IP among practicing music teacher experiences. It would also be beneficial to study whether IP

experiences among these teachers have an impact on music teacher attrition.
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Summary

In this section, I discussed IP as a psychological construct which has a powerful impact
on women at a variety of career and education levels. I began by summarizing some of the
significant works of Clance and Imes as the foundation for IP research. Then, I delved into
literature from outside of music education as it pertained to IP in the workplace and in academic
settings. Concluding the section, I summarized what research work has been done within music
education and talked about how this work brings forth further questions and a need for continued
IP research among K-12 music teachers.
Vulnerability

In this section, I will introduce vulnerability as a psychological construct. I begin by
providing a definition and some contextual information about vulnerability as it relates to human
psychology. Then, I will share how researchers have explored vulnerability within music
education. Finally, I conclude by sharing a critique of vulnerability challenging the ways that
some researchers present it as a universal experience.
Definition and Context

Vulnerability has been defined as “a state of emotional exposure that comes with a certain
degree of uncertainty” (Fritscher, 2021, para. 1). Vulnerability, shame, and fear researcher,
Brown (2019), further clarified vulnerability by saying “...vulnerability is not weakness; it’s our
most accurate measure of courage... When the barrier to vulnerability is about safety, the
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question becomes: ‘Are we willing to create courageous spaces so we can be fully seen’” (p.
154)? These definitions which encompass courage and exposure also suggest the importance of

creating space for authenticity and trust in relationships.
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Brown (2013) talked about how many individuals perceived vulnerability to be a dark
emotion associated with grief, shame, and fear. While she admitted vulnerability is closely tied to
difficult emotion, it is also “the birthplace of love, belonging, joy, courage, empathy, and
creativity. It is the source of hope, empathy, accountability, and authenticity” (Brown, 2012, pp.
33-34).

Brown also talked about the tendency to avoid vulnerability. She said:

Vulnerability is not knowing victory or defeat, it’s understanding the necessity of both;

it’s engaging. It’s being all in...Our willingness to own and engage without vulnerability

determines the depth of our courage and the clarity of our purpose; the level to which we
protect ourselves from being vulnerable is a measure of our fear and disconnection.

(Brown, 2012, p. 2)

Exploration of Vulnerability Outside of Music Education

Researchers have explored vulnerability, acknowledging its helpful potential in learning.
Brantmeier (2013) coined the pedagogy of vulnerability, which is a teaching method that “invites
vulnerability and deepened learning through a process of self and mutual disclosure on the part
of the co-learners in the classroom. The premise is simple—share, co-learn, and admit you don’t
know” (p. 97). The author further discussed how an educator’s openness with their identity and
life experiences can serve as a model for self-examination that students may emulate to find new
values and meanings beyond what is typically learned in a class (Brantmeier, 2013). When an
individual shows vulnerability, they often open the door for others to feel comfortable to also be
vulnerable (Mangione & Norton, 2023).

Vulnerability is beneficial for creating possibilities for students to find their voice.

Batchelor (2006) explained that vulnerability creates an openness for students that allows them

56



not to feel defensive or like they need to protect themselves. This kind of openness can give
energy to students’ development. The researcher further explained that as students continue
through their process of development, teachers must be cognizant of vulnerability in “the voice
yet to be uncovered” (p. 789) as students become who they will be. Teachers may also give voice
to their students by turning over some of their control to allow students to collaborate with
teachers and share their knowledge, background, and stories (Mangione & Norton, 2023). I
wonder if vulnerability may be just as valuable for college students, preservice teachers, and
practitioners as they continue the process of self-development.

Brantmeier (2013) claims that through the pedagogy of vulnerability, both the teacher and
the students serve as co-learners where teachers must undo society’s expectations of teachers as
being the ultimate source of knowledge. In this process, the teacher works to equally empower
the students. Mangione and Norton (2023) also discussed vulnerability in terms of co-learning.
The researchers talked about how teachers should be allowed to admit that they are not all-
knowing.

It is important for individuals considering vulnerability to acknowledge the risks
associated with embarking on that kind of sharing and learning process for both students and
teachers. Mancilla (2020) shared how she had encountered learning as a student through the
pedagogy of vulnerability in her mentor-mentee relationship with her advisors in higher
education. The author discussed how vulnerability can be very uncomfortable as it often brings
difficult emotions to the fore (Mancilla, 2020). Mangione and Norton (2023) talked about the
need for discretion in terms of being selective about what one discloses about themselves. How

much an individual shares and how quickly they share it should be determined based on their
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comfort (Brantmeier, 2013). Brantmeier (2013) also discussed the need for relationships based in
trust and care to be established prior to self-disclosure on the part of the students and teacher.

Additional risks often exist for individuals of minoritized identities as individuals of
privileged identities may question their authority employing biases and discriminatory behaviors
(Brantmeier, 2013). Batchelor (2006) gave an important reminder regarding the vulnerability of
certain groups of individuals, saying that: “The danger of concentrating only on publicized and
visibly vulnerable groups is that a whole dimension of hidden vulnerability is missed” (p. 789). It
is important to be aware of creating unhealthy experiences for students who are part of
vulnerable situations and minoritized groups. Batchelor makes a valid point that all students may
be impacted by situations and factors to which teachers are unaware. Teachers’ perceptions and
what they know about their students are not always representative of the entire situation as it
pertains to student identities and experiences. In some cases, through vulnerable experiences,
students and teachers alike may grow in ways previously unexplored or unacknowledged.
Exploration of Vulnerability in Music Education

Vulnerability holds many benefits for music teaching. Two authors discussed how
vulnerability encourages learning and promotes further vulnerability. Hendricks (2018) discussed
how vulnerability helps individuals secure trust and enhance their abilities to learn. The author
continued to explain how trust is dependent on one’s willingness to demonstrate confidence in
other people. When there is confidence, it can open the door creating a kind of permission and
freedom for others to participate in vulnerability (Hendricks, 2018). Richerme (2016) also talked
about one’s vulnerability creating freedom for others’ vulnerability. Students may benefit from
teachers’ vulnerability, learning by example (Dale & Frye, 2009). Through music, the feelings of

uncertainty and fear that can accompany music making may divulge one’s emotions. Through
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camaraderie of shared experience, students may bond with others who take similar risks of
exposure (Richerme, 2016). Vulnerability also creates potential for growth among both students
and teachers (Richerme, 2016).

Richerme (2016) discussed the act of being vulnerable as creating the potential for both
student and teacher growth. For teachers, they shared how individuals may experience feeling
vulnerability as a way to get comfortable with personal development. The researcher said,
“Extending such engagement with ambiguity to other aspects of one’s life has the potential to
challenge solidified ways of being, thinking, and acting” (Richerme, 2016, p. 32). Teachers can
benefit from identifying themselves as learners (Dale & Frye, 2009).

When teachers view themselves as learners, there is a sense of vulnerability that their

students are able to sense; they are open and more perceptive to the subject(s) they are

teaching and to students’ needs. We hope to teach our students that vulnerable and
humble teachers are aware of how they personally confront difficult situations and how
they make decisions, and we believe teachers are able to model this capacity for their

students. (Dale & Frye, 2009, p. 129)

This is another instance in which students may be able to learn from their teachers’ examples of
vulnerability.

Acknowledging vulnerability experiences among preservice teachers is another important
consideration as researchers seek deeper understanding of this construct. Dale and Frye (2009)
discussed how preservice teachers perceived vulnerability as liability. Preservice educators
associated the susceptibility of vulnerability with lack of control in the classroom in terms of
classroom management, as well as the content that they taught. Lack of control is not the only

way that preservice teachers may influence vulnerability that feels contradictory to their teacher
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training. In their article on the grief and trauma of loss, Sears (2021) discussed how vulnerability
would be considered contrary to the traditional training of most preservice music educators.
Sears further talked about how the comprehensive education that college music education majors
receive does not usually account for how to deal with personal vulnerability. For example, when
young band directors enter the profession, they are expected to maintain the tradition-based
image of fearlessness, invulnerability, and determination (Allsup & Benedict, 2008). Allsup and
Benedict (2008) pointed to the harmful effects of teaching without vulnerability and accused
those in the band directing profession of knowing this problem exists, but choosing to ignore it.

While not explicitly named as vulnerability, full engagement and the act of being one’s
true self certainly fit into this conversation. Researchers have talked significantly about the
identity sites of gender personas and performativity in music education. In her dissertation, Sears
(2010) discussed gender expectations for both men and women in music education. She
approached these topics from gender performativity and shared examples of how societal
expectations can prohibit music educators from being vulnerable to engage all aspects of their
gender identity in the music classroom. This research suggests that the traditional characteristics
associated with fear, invulnerability, and determination may be rooted in patriarchal expectations
and values.
A Critique of Vulnerability

While analyzing patterns of behaviors and reactions is useful for helping researchers
understand how individuals enact vulnerability, it is also important that researchers do not
assume the experience of being vulnerable is one-size-fits all. Cole (2016) critiqued the work of
vulnerability scholars such as Brown, arguing that they assumed vulnerability as a universal

experience. They acknowledged the value of Brown’s efforts to change the primarily negative
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narrative that often surrounds vulnerability because the positive aspects can allow vulnerability
to be “a resource for ethical response and political resistance to oppression” (Cole, 2016, p. 265).
However, for many people, being vulnerable means foregoing safety. Cole argued that in
attempts to protect themselves, individuals have a tendency to push away those who they
perceive to be unsafe. This often includes individuals of racial or ethnic identities that differ from
their own. Additionally, the author believed that if vulnerability is only acknowledged as a
positive construct and universal experience, this perception would prohibit individuals from
seeing the differences in others’ vulnerable experiences. Through this perception, individuals
often fail to acknowledge the difference between vulnerability that creates temporary
susceptibility and the perpetual state of oppression within certain identities and communities of
people (Cole, 2016). Exploring vulnerability through an intersectional lens may be helpful for
understanding teachers’ perceptions and susceptibilities associated with their ability to be
vulnerable.
Summary

In this section, I discussed vulnerability as a psychological construct. After defining
vulnerability and providing some context about how vulnerability is perceived and experienced, I
highlighted a variety of research based on how vulnerability has been experienced and used to
facilitate growth and learning in music education. Researchers discussed the perceived pros and
cons of vulnerability for both students and teachers, as well as how the construct impacts trust,
agency, and self-development. I also shared a study that suggested how music teacher education
may not always prepare preservice teachers to handle vulnerability in the classroom—both their
own and that of their students. Concluding the section, I discussed literature that critiqued

vulnerability based on the uniqueness of individual experience.
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Perfectionism®

In this section, I discuss perfectionism as a psychological construct. Providing a
definition of perfectionism, I explain why it is difficult to differentiate whether this construct is a
healthy behavior. Sharing research on how perfectionism impacts workplace behaviors as well as
student academic and stress outcomes, I shared literature from outside of music education.
Concluding the section, I focused on music education, sharing studies about the impacts of
perfectionism on music performance anxiety (MPA) as well as stress and burnout impacts for
music teachers.
Definition and Context

Despite its inclusion in the Diagnostic and Statistical Manual of Mental Disorders
(DSM)-3% in 1980, perfectionism was not precisely defined (Frost et al., 1990). Prior to that time
period, little research had been completed on perfectionism. Frost et al. (1990) believed that part
of the reason a formal definition had not been accepted had to do with the difficulties associated
with differentiating between “normal” and “neurotic” perfectionism. There seemed to be

disagreement amongst scholars about whether or not there was a distinction between healthy and

5 Perfectionism is multi-faceted, and researchers have divided the topic into different dimensions. One set of
dimensions includes perfectionistic strivings and perfectionistic concerns. Sirois and Molnar (2016) defined
perfectionistic strivings as, “the propensity to set excessively high personal standards that are often unrealistic in
nature and to demand nothing less than perfection from the self” (p.8). Perfectionistic concerns are “extraordinarily
critical appraisals of one’s own behavior, chronic harsh self-scrutiny, excessive preoccupations with others’
evaluations, expectations, and criticism, and an inability to gain satisfaction even when one is successful” (Sirois
and Molnar, 2016, p.8). Hewitt and Flett (1991) also divided perfectionism into three categories: self-oriented
perfectionism, other-oriented perfectionism, and socially prescribed perfectionism. Self-oriented perfection involves
“setting exacting standards for oneself and stringently evaluating and censuring one’s own behavior” (Hewitt &
Flett, 1991, p. 457). Other-oriented perfectionism means that individuals are “believed to have unrealistic standards
for significant others, places importance on other people being perfect, and stringently evaluates others’
performance” (Hewitt & Flett, 1991, p. 457). Socially prescribed perfectionism “involves the perceived need to
attain standards and expectations prescribed by significant others” and “entails people’s belief or perception that
significant others have unrealistic standards for them” (p. 457). See Chapter 5 for discussions of these dimensions of
perfectionism.

® The Diagnostic and Statistical Manual of Mental Disorders (DSM-5) is the current manual. Perfectionism is no
longer an included diagnosis in the DSM-5.
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unhealthy perfectionism, or if all perfectionism should be viewed as negative (Rimm, 2007).
While perfectionism can be tied to excellence and achievement, it is also closely related to
underachievement, because some individuals who decide they cannot achieve perfection may
actually underachieve or withdraw from a task completely (Rimm, 2007).

Frost et al. (1990) embraced the following definition: “Perfectionism involves high
standards of performance which are accompanied by tendencies for overly critical evaluations of
one’s own behavior” (p. 450). Common characteristics of perfectionism often include: “high
personal standards, the perception of high parental expectations, the perception of high parental
criticism, the doubting of the quality of one’s actions, and a preference for order and
organization” (p. 449). While parental expectations may not seem relevant to adult experiences
of perfectionism, I argue that many experiences which individuals have during childhood can be
impactful on experiences later in life. Understanding that perfectionism may have ties to
childhood experiences could be beneficial for understanding causes and how to employ coping
strategies.

Twenty years later, other researchers suggested definitions that were less diagnostic and
offered individuals relatable examples of how perfectionism manifests in daily life situations.
Brown (2010) explained perfectionism based on how individuals see themselves and react to
their imperfections—including how perfectionism impacts individuals’ lives. She said:

Perfectionism is not self-improvement. Perfectionism is, at its core, about trying to earn

approval and acceptance. Most perfectionists were raised being praised for achievement

and performance (grades, manners, rule-following, people-pleasing, appearance, sports).

Somewhere along the way, we adopt this dangerous and debilitating belief system: I am

what I accomplish and how well I accomplish it. (p. 56)
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Explaining the difference between healthy and unhealthy perfectionism, Rimm (2007)
discussed ways that perfectionism could impact children in a variety of ways. Perfectionism can
contribute to “high achievement motivation,” but it is different from what the author considered
“motivation for excellence” (Rimm, 2007, p. 247). Individuals who feel that they need to be the
best may develop the inability to take risks, the need to procrastinate as avoidance due to fear, or
experience physical symptoms such as gastrointestinal disturbances, headaches, and depression.
Exploration of Perfectionism Outside of Music Education

Researchers have explored job performance, stress and burnout, as well as job
commitment as related to perfectionism in careers outside of music education. Vreeker-
Williamson et al. (2024) explored work performance among 22 adults who identified as
perfectionists. The results of this qualitative study described positive and negative outcomes for
individuals who identify as perfectionists in the workplace. Among their positive experiences of
perfectionism, participants saw work outcomes in a positive light. Some viewed attention to
detail as an asset as it encouraged high quality output and often contributed toward a positive
reputation among coworkers (Vreeker-Williamson et al., 2024). Despite a few positive outcomes,
the participants identified perfectionism as a “double edged sword”, simultaneously
acknowledging the negative aspects. Participants further identified the diminishing returns
associated with spending too much time on a task. Individuals may be forced to ask for
extensions as they procrastinate, worrying about meeting their personal expectations as well as
the expectations of others (Vreeker-Williamson et al., 2024).

Several researchers studied perfectionism and coping behaviors of students as they
navigated academic and life challenges (Cowie et al., 2018; Stoeber, 2016; Stoeber & Janssen,

2011). Among graduate students, Cowie et al. (2018) explored predictors of academic
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challenges. The researchers found that perfectionists’ self-presentation, or their attempts to
present themselves to others as perfect, is an important aspect of comprehending challenges in
academia. These challenges may be based on personal issues such as stress and relations to
others with additional difficulties related to experiences like IP (Cowie et al., 2018). Graduate
students may actively try to hide their imperfections. Researchers found that those hiding
behaviors were the strongest predictor of school challenges. Additionally, as the researchers
explored how their results may differ based on gender, they found that women were more
susceptible to academic stress and IP. However, they determined that gender had very little effect
on perfectionism and school challenges (Cowie et al., 2018).

Continuing to look at how students dealt with daily challenges, researchers also explored
coping strategies and flourishing (i.e., “an optimal state of mental health characterized by
emotional, psychological, and social well-being” (Stoeber & Corr, 2016, p. 50)). Stoeber &
Janssen (2011) examined perfectionism based on perfectionistic strivings and perfectionistic
concerns. They studied students’ coping strategies based on reports of their perceived most
significant failure each day for up to two weeks (Stoeber & Janssen, 2011). The researchers
found that perfectionist strivings predicted that participants would utilize self-blame as a coping
mechanism on a lessened basis, and have a greater sense of satisfaction each day (Stoeber &
Janssen, 2011). Flourishing among undergraduate students was positively related to self-oriented
perfectionism (Stoeber & Corr, 2016). The researchers also identified perfectionistic concerns as
the element of perfectionism that compromises flourishing among college students (Stoeber &
Corr, 2016).

Researchers have also worked to identify the effects of perfectionism on teachers. Jones

(2016) explored teachers’ commitment to their work along with their commitment to remain in
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the profession as related to perfectionism. The researcher explored perfectionism from three
different dimensions: high standards, order (i.e., “importance on organization, tidiness, being
disciplined, and [people] who aim, in general, to have everything go according to plan” (p. 439)),
and discrepancy (i.e. “teachers who set high standards for themselves but feel as though such
standards are difficult for them to achieve” (p. 439)). Results indicated that among these three
measures of perfectionist tendencies, none are related to teacher commitments. Also exploring
teachers’ tendencies to stay in the profession, Stoeber and Rennert (2008) studied perfectionism
among teachers to see if relationships existed between stress appraisals and ways teachers cope
with stress and burnout. The findings indicated that negative elements of perfectionism can be
impactful on tendencies for teacher burnout. The results also revealed that the source of pressure
on teachers to achieve perfection was important. For example, when students’ parents were the
source of pressure, this predicted higher degrees of burnout while pressure from colleagues
predicted smaller degrees of threat appraisal and burnout (Stoeber & Rennert, 2008). The authors
noted that perfectionistic striving is healthy and often leads to coping behaviors and viewing
stressors as challenges (Stoeber & Rennert, 2008). These studies demonstrate some ways that
perfectionism can have negative manifestation on the work of teachers, potentially contributing
to their burnout and attrition.

While these studies addressed many measures of perfectionism as they related to student
and teacher behaviors, as well as emotional exhaustion and burnout outcomes, most of the
researchers did not address experience differentiation based on gender. I wonder how
perfectionistic strivings and concerns impact the coping mechanisms that women use when they

encounter challenges at school and in the workplace. These findings leave me with questions
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about how these manifestations of perfectionism are related to women band directors’
experiences of commitment and outcomes like burnout.
Exploration of Perfectionism in Music Education

Music education researchers have also looked at perfectionism as it impacts individuals’
stress in a variety of ways. Many of these researchers have made connections between
perfectionism and music performance anxiety (MPA). Dobos et al. (2019) looked at the potential
for relationship between social phobia, MPA, and perfectionism. Results indicated that there
were no significant differences among perfectionism scores of men and women participants.
However, women experienced higher levels of MPA and social phobia (Dobos et al., 2019). They
also found that participants’ MPA scores had a moderately strong relationship with their
perfectionism scores. Results also indicated that perfectionism was not always a negative
influence in regard to MPA, admitting that perfectionism manifests as both positive and negative
in relationship to MPA (Dobos et al., 2019).

Exploring perfectionism in relationship to MPA and coping, McNeil et al. (2022) found
that when individuals’ coping levels are high, there will likely be a strong positive correlation
with personal standards perfection and MPA. When participants used avoidant coping, there was
also a significant relationship with higher levels of MPA. Mindfulness and meditation are
sometime used as stress management. Looking at other forms of coping, Diaz (2018) studied the
meditation habits of college music students to see if they impacted MPA. The researcher found
when they accounted for perfectionism and mindfulness, MPA levels were lower for those
participants who utilized meditation at least once per week. Diaz (2018) found that while
mindfulness predicted less MPA experiences, self-orientated perfectionism and socially

prescribed perfectionism both predicted increased MPA among participants.
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Taking a different angle on perfectionism, stress, and burnout, Paetz (2024) described the
experiences of music educators. The researcher found demographic characteristics like age and
longevity of experience as helpful for predicting perfectionism in music teachers. Participants
discussed feeling that they needed to be perfect in their first few years of teaching, but feeling
those pressures dissipate over time. Paetz (2024) considered this lessening of standards to be
based in maturity over time. The researcher also examined the influence of gender on
perfectionism experiences of music educators. She found that women participants identified
feminine socialization as partially responsible for their perfectionism tendencies. Findings
further indicated that music teachers experienced pressure from self and others to be successful
in their jobs. This pressure was related to stress and emotional exhaustion (Paetz, 2024). Despite
the fact that some participants were able to view job stress as a challenge and opportunity to be
successful, these symptoms are still related to burnout (Paetz, 2024).

The studies about perfectionism in music education largely emphasize the negative
manifestations of perfectionism in terms of teaching and performing. Pressures from others bear
a major burden on individuals with perfectionism—increasing the risk for stress, anxiety, and
burnout. Contrary to these results, through these studies, researchers have also exemplified how
perfectionism can have both positive and negative impacts on MPA and stress. Additionally,
perfectionism may impact how some individuals are able to counterbalance perfectionism
through coping strategies that include practices like meditation and mindfulness. Further research
is needed about how individuals can tap into the positive powers of perfectionism, or at least
counter its negative outcomes with strategic management. These results and findings create
additional wonderings as to how women deal with perfectionism tendencies, pressures from self

and others to be perfect, and if and how they attempt to cope.
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Summary

In this section, I began by defining perfectionism as a psychological construct. I then
synthesized the research from both outside and inside of music education, looking at specific
dimensions of perfectionism, pressures from self and others, and ways of coping. Topics focused
on perfectionism and its combination of positive and negative outcomes. I concluded the chapter
by sharing ideas about the need for further research related to perfectionism.
Self-Efficacy/Self-Esteem

In this section, I explore the literature related to self-efficacy/self-esteem. I begin by
defining and providing context for a new definition of self-esteem that encompasses self-
efficacy. Sharing literature from outside of music education, I discuss research about gender
relationships with self-efficacy, teaching abilities as predicted by preservice teacher efficacy, and
job satisfaction among non-music teachers. Concluding the section with music education
research, I shared literature about topics such as perceived concerns about abilities among
student teachers and music teachers’ confidence in their job roles.
Definition and Context

For many years, self-efficacy and self-esteem have been considered two separate and
unique psychological topics. As it was originally coined, self-efficacy is one’s belief in their
ability to carry out actions, therefore successfully achieving a specific result or outcome. Self-
efficacy influences one’s beliefs in their abilities, impacting effort and persistence. As such,
strong self-efficacy allows for more significant efforts (Bandura, 1977). Self-esteem was
originally defined as a construct related to how one viewed their self-concept (Campbell &

Lavallee, 1993). However, in recent years, psychologists have questioned how these two
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constructs relate and how to accurately define them. Eromo & Levy (2017) shared a new
definition for self-esteem that encompasses self-efficacy. They explained:
Self-esteem is the approach of one’s own personal value, including both emotional
components (self-worth) and cognitive components (self-efficacy). More
comprehensively, self-esteem is a multifaceted and heterogeneous construct, the multiple
forms of which are a function of how accurately or closely it matches an individual’s
measurable reality, composed of the objective outcome of one’s behavior (actual
achievements, measurable capabilities) as well as how one thinks he or she is perceived
and how he or she is actually perceived. (pp. 280-281)
In other words, the prior definition of self-esteem fell short of creating a full picture of each
individual aspect of the construct. For the purposes of this review of literature and study, I have
chosen to include self-efficacy and self-esteem together as one, single, but multifaceted
construct.
Exploration of Self-Efficacy/Self-Esteem Outside of Music Education
Soysa and Wilcomb (2015) explored self-efficacy and self-esteem. The researchers
specifically analyzed dimensions of mindfulness, self-compassion, self-efficacy, and gender
demographics to see if they predicted depression, anxiety, stress, and wellbeing while making
some further discoveries based on gender. Their results indicated that self-efficacy and gender
demographic data served as predictors of wellbeing. The researchers also learned self-efficacy
experiences differed by gender. Men participants had greater levels of self-efficacy than women.
Levels of stress were also higher for women than men (Soysa & Wilcomb, 2015). Therefore, the
results further showed that men participants experienced better wellbeing than women

participants (Soysa & Wilcomb, 2015).
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Walter (2015) and Reilly et al. (2014) looked at experiences of self-efficacy and self-
esteem among teacher candidates and practicing teachers. Walter (2015) found self-efficacy as a
strong predictor for desirable teaching skills among future teachers. The researcher’s findings
also suggested that self-efficacy in one’s teaching abilities also strongly predicted good teaching
skills as well as high achievement in academics—two important components for acceptance into
a program to earn a teaching degree (Walter, 2015). Reilly et al. (2014) on the other hand, looked
further into how self-efficacy and self-esteem experiences influenced teachers in the profession.
Looking at job satisfaction as it related to self-efficacy, the results indicated no significant
relationship. In other words, just because a teacher is satisfied with their job, does not mean the
teacher feels confident about that work (Reilly et al., 2014). The researchers also found that self-
efficacy and self-esteem shared a weak negative relationship. Therefore, a teacher that feels
confident in their abilities, may not have favorable feelings about themselves and their worth
(Reilly et al., 2014). Unfortunately, these studies about teacher candidates and inservice teachers
did not differentiate results based on gender leaving questions regarding how women preservice
and inservice teachers experience self-efficacy and self-esteem. Further, I wonder if women band
directors’ experiences would align with the findings of these studies, potentially explaining
negative issues with wellbeing, self-perceptions, and confidence levels.

Exploration of Self-Efficacy/Self-Esteem in Music Education

Killian et al. (2013) and Regier (2021) investigated self-efficacy/self-esteem beliefs
among student teachers. Working with 159 music student teachers before and after their student
teaching experience, Killian et al. (2013) was able to analyze students’ concerns based on their
perceptions of their abilities over a five-year period. Pre-student teachers identified more

concerns about themselves (56%) than about their students (4%) when they first began student
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teaching. After the student teaching experience, their comments about themselves decreased to
33% and comments about their students increased to 20% (Killian et al., 2013). In a similar study
of concerns and self-efficacy surrounding the student teaching experience, Regier (2021) found
the opposite. The number and frequency of student teachers’ concerns about themselves grew
between pre-student teaching and student teaching. Their concerns about tasks diminished during
that same period (Regier, 2021). Among pre- and post-student teachers, the researchers identified
concerns regarding knowledge application, classroom management, and personal confidence. On
the whole, pre-student teaching comments tended to be worded negatively, while post-student
teacher comments usually had a positive tone. This difference may be partially due to how data
collection prompts were worded, but may have also been due to the rise in confidence that post-
student teachers may have felt based on their positive comments about professional growth
(Killian et al, 2013). Regier (2021) also found that student teachers talked about opportunities
not associated with their coursework as being a positive influence on confidence in their teaching
abilities. These results show the importance of student teaching as a time of growth and
increased confidence. At the same time, this data reveals that students may benefit from
involvement in outside teaching experiences in addition to fieldwork placements. These
opportunities may help students feel like they can use their skills to positively impact the lives of
others (Regier, 2021).

Some music education researchers (Ballantyne & Canham, 2023; Regier, 2024) focused
their self-efficacy work on the experiences of music teachers. Ballantyne and Canham (2023)
reported that participants’ self-identified perceptions of what teachers felt was important and the
areas in which they felt confident, enabled the researchers to realize how teachers viewed

themselves in relationship to their job roles. Regier (2024) gathered concert band directors’
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perceptions of their skills related to classroom management. Results indicated that those
directors who scored low for self-efficacy in this area also indicated experiencing greater
amounts of stress based on student behavior. Regier (2024) further discussed how band directors
may depend on the practicum and mock teaching experiences during which they learn classroom
management to buttress their self-efficacy while they await further mastery experiences in the
field. Confidence in areas or skills that teachers deem as crucial is important for music education
as “teacher positivity and higher self-efficacy are associated with longevity in teaching and
resilience to challenges” (Ballantyne & Canham, 2023, p. 465). There is a need for further
research about the experiences of teacher self-efficacy based on gender as researchers and
teacher educators need to understand how to prepare women band directors in a way that will
boost their positivity and self-efficacy to promote career longevity.
Summary

In this section, I discussed self-efficacy/self-esteem. Before sharing an updated definition
of self-esteem, I defined the constructs based on their original uses and then explained why I
chose to combine them for the purposes of this discussion. I then shared relevant literature from
outside music education that explored self-efficacy/self-esteem which included the experiences
of teachers and teaching candidates in subjects other than music. Concluding the section, I
synthesized music education literature based on the self-efficacy/self-esteem experiences of
music student teachers and band directors.

Gaps in the Literature

In this literature review, I discussed relevant research about women band director

experiences and the psychological constructs of impostor phenomenon, vulnerability,

perfectionism, and self-efficacy/self-esteem. Band directors are primarily white men. As such,
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there are gaps in the literature related to the gender disparity that persists in high school band
directing. Research is needed to further explore the disparity in order to understand the reasons
why women are choosing to leave high school band directing.

When scholars explore IP, vulnerability, perfectionism, and self-efficacy/self-esteem, it
often feels as though the view of these constructs is narrow. Such a short-sighted view does not
fully allow for the exploration of the potential implications for each of the constructs—both
positive and negative. Impostor phenomenon, vulnerability, perfectionism, and self-efficacy/self-
esteem all seem to fit into a category of taboo, personal issues that many people do not wish to
acknowledge or own as a part of their experiences and as explanations for their behaviors. Music
practitioners and collegiate music teacher educators would benefit from further study of these
four constructs both individually and together within music education. Having only a surface-
level understanding can prohibit teacher educators and researchers from seeing how they relate,
intersect, and combine—further prohibiting music teacher educators from comprehending what
some students and teachers deal with on a daily basis. Research is needed to explicitly explore
gender in relationship to these constructs and how they may influence women’s band director
experiences. Additionally, there is scant research addressing how the different facets of
socialization and systems of power may influence women’s experiences and their interactions
with psychological constructs along with the many negative outcomes shared in the literature
above.

The Need for This Study

This study ultimately serves to aid in meaningful preservice teacher preparation that is

aimed at preventing music teacher attrition—specifically for women high school band directors.

Research is needed to address gaps in the literature in order to incorporate new knowledge into
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preservice teacher preparation. The goal is to help women understand what they may face in the
field while helping women to be successful in a men-dominated profession—with tools to
navigate the inherent challenges so often rooted in oppression. While this study will not answer
all the questions or address all of the gaps necessary to complete this process in its entirety, I see
this study as a beneficial step toward that end.

As I consider the preparation of preservice teachers and professional development for
practitioners, I believe that it is crucial to understand that psychological constructs can influence
experiences in ways that are both positive and negative. It is also important that music teacher
educators and researchers do not assume anyone’s experience of each construct to be the same,
but should instead help these individuals to understand the constructs in such a way that they can
see multiple vantage points. It is equally valuable to understand that helping individuals to work
through, overcome, or even embrace their experiences will never be a one-size-fits-all process.

Chapter Summary

In this chapter, I began by reviewing the literature about women band director
experiences. Common challenges among women band directors included time commitment,
support, expectations of masculinity, motherhood, harassment and stereotyping, discrimination,
the old boys’ club, mentor and role model relationships, professional identity challenges, as well
as gender microaggressions. Sharing the most recent statistics for women high school music
teachers, I discussed systemic exclusion of women as both high school and collegiate band
directors. Then, I explored the literature on the psychological constructs of impostor
phenomenon, vulnerability, perfectionism, and self-efficacy/self-esteem. Sharing definitions for

each, I provided contextual information to aid reader understanding. I also highlighted relevant
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literature from outside and inside of music education. Concluding the chapter, I discussed gaps in

the literature and the need for this study.
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CHAPTER 3: METHODOLOGY

In this chapter, I explain my methodological choices. I explicate my decision to use
phenomenology and discuss the philosophical background that distinguishes it as a framework
and method. In this chapter, I also address my role as the researcher and how I treat my
preconceptions as I come to this study. I end the chapter by discussing the specifics of data
collection through interviews and data analysis, as well as some study limitations.

Purpose

The purpose of this dissertation was to understand how women previously employed as
high school band directors made sense of their experiences. Using feminism as an analytical tool
and phenomenology as a theoretical framework, I examined participants’ lived experiences as a
part of conductor socialization, which interconnects with music teacher educational training and
societal expectations. I worked to make sense of participants’ experiences and understand their
reasons for leaving high school band directing and moving into collegiate music education.
Additionally, I explored participants’ experiences of being a woman band director and how those
may have been influenced by psychological constructs such as impostor phenomenon,
perfectionism, vulnerability, and self-efficacy/self-esteem.

Phenomenology

Researchers have used phenomenology to explore many topics in music education.
Phenomenology is a theoretical framework and an empirical research method based on the work
of philosophers such as Husserl, Gadamer, and Heidegger. Using this framework and
methodology, researchers explore participants’ lived experiences. The researchers seek common
interpretations or meanings associated with a particular phenomenon of interest. The phenomena

that researchers explore are usually life experiences—e.g., music teacher educators’ experiences
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of learning in a professional development community (Pellegrino et al., 2014), older Australians’
and children’s experiences of intergenerational music making (De Vries, 2012), beginning music
teachers’ understandings and self-perceptions of micropolitical literacy (Conway & Rawlings,
2015). In this study, I examined the experiences of women who left high school band directing
and moved into collegiate music education. “The word phenomenon comes from the Greek
phaenesthai, to flare up, to show itself, to appear” (Moustakas, 1994, p. 26). Through data
collection and analysis work, I hoped to shine a light on the phenomenon of having been a
woman high school band director, allowing the essence of that experience to appear naturally
through the research process.

In this section, I discuss phenomenology as a theoretical framework. I begin by
explaining the epistemic and ontological underpinnings of phenomenology. Based on those
perspectives, I also talk about the ramifications of using phenomenology as a research method. I
conclude the section by explaining my personal role as a researcher and acknowledging my
preconceptions of the phenomenon based on my insider perspective.

Epistemology of Phenomenology

Epistemically, phenomenology relies on description as a primary way of knowing.
Cerbone (2012) discussed the role of description, saying, “Phenomenology is primarily a
descriptive enterprise. What it seeks to describe are the phenomena associated with, or making
up, consciousness or experience” (p. 7). Researchers gather participants’ descriptions of their
lived experiences with a specific phenomenon and work to find the essence of those experiences
with the intent to understand, interpret (Merriam & Tisdell, 2016), and further describe the

phenomenon as a whole.
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Phenomenology is an interpretive, and therefore constructivist approach (Merriam &
Tisdell, 2016). Individuals’ interpretations are part of their experiences and “there is no
‘objective’ experience that stands outside its interpretation” (Merriam & Tisdell, 2016, pp. 9-10).
In other words, one’s descriptions of their experiences are inseparable from their interpretations.
Because of the constructivist nature of phenomenology, an experience can be interpreted through
“multiple realities” each of which are based on context (Merriam & Tisdell, 2016, p. 12).
Individuals can look at experiences from multiple perspectives and angles to construct their
unique interpretations. Heidegger argued that “in interpretation, understanding does not become
something different. It becomes itself...Nor is interpretation the acquiring of information about
what is understood; it is rather the working-out of possibilities projected in understanding”
(Heidegger, 1962, pp. 188-189). While individuals sometimes see interpretation as the act of
coming up with one’s own ideas about an experience, I believe that Heidegger meant that
interpretation is not an evolution that reveals new knowledge. Heidegger’s belief emphasized
participants’ experiences as truth.

Along with interpretation and reality construction comes the issue of presupposition. Van
Manen (2014) shared their understanding of how presuppositions may hinder one’s
comprehension of experiences. The author shared:

Phenomenology constantly questions the assumptions and presuppositions that prevent us

from adequately understanding and expressing in words the living moments of immediate

experience...The problem is that the living moment of immediate experience is by no
means easily accessible or even conceivable. It must always be retrospectively retrieved

as past. (van Manen, 2014, p. 59)
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Van Manen highlighted that lived experiences are fleeting. Other experiences, previous
knowledge, and biases all influence how individuals see their lived experiences in the moment.
However, until they process in retrospect, individuals cannot fully understand and make
connections to their preconceptions. Detmer (2013) further discussed phenomenology and
researcher presuppositions, saying:
Its [phenomenology’s] aim is to help us to see more clearly what we have already seen,
not by adding to what we have seen some grand theory that would explain it all, but
rather by persuading us to remove the confused, or speculative, or prejudicial
assumptions or thought constructions that can serve to block our access to what is given
in experience. It can aid us in our effort to discard from our thinking (or at least, to set
aside temporarily) all that is merely traditional, habitual, familiar, taken on faith, taken on
authority, or in some other way believed without having been seen. Phenomenology
strives to return us to what stares us plainly in the face, and then to help us to see that
from an up-close, unobstructed vantage point. (p. 18)
Detmer explained how researchers can more clearly see an experience by setting aside what they
already “know.” Their explanation is the basis for bracketing—a concept I will define in the
coming section about phenomenology as methodology.
Ontology of Phenomenology
Phenomenology also addresses consciousness based on a first-person perspective as a
work of intuition (Smith, 2018). This framework expounds upon “forms of consciousness”
(Smith, 2018, para. 23). Therefore, phenomenology has connections to ontology—explorations
on the nature of being in terms of consciousness. Husserl (1982) talked about how researchers

must approach consciousness:
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We therefore effect, as examples, any single mental processes whatever of consciousness

and take them as they themselves are given to us in the natural attitude, as real human

facts; or else we presentiate such mental processes to ourselves in memory or in freely

inventive phantasy. (p. 67)
What individuals share about their conscious experience should be acceptable in the form that it
is presented. If researchers allow their own preconception to cloud their ability to see
participants’ experiences for what they are, the researchers present consciousness as nothing
more than manufactured, inaccurate accounts of a participants’ lived experience. More recently,
Detmer (2013) discussed consciousness, saying, “consciousness is understood to be the unique
and universal medium of access to whatever exists” (p. 21). Zahavi (2019) also talked about how
the human mind naturally relates to its surroundings. The intuition accompanying consciousness
does not necessarily result from a specific event or experience. Detmer (2013) and Zahavi (2019)
reiterate that the nature of consciousness reveals how it occurs naturally and exists as insightful
without modification from outside influences.
Phenomenology as a Method

Based on its ontological and epistemological underpinnings, researchers use
phenomenology as a method to explore lived experiences. As van Manen (2014) explained,
“virtually any and every moment or event of our lives can be approached as a lived experience”
(p. 58). Researchers explore lived experiences that include ordinary taken-for-granted moments
as well as exceptional moments that happen under specific circumstances. In the case of the
present study, the phenomenon was participants’ lived experiences of having been a woman high

school band director.
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Researchers using phenomenology often conduct in-depth, semi-structured interviews to
collect data about the descriptive encounters of individuals who have experienced the
phenomenon of interest (Creswell & Poth, 2018). Gadamer’s thinking supported interview-based
qualitative research as an effective way to emphasize the importance of genuinely listening to
facilitate understanding (Gadamer et al., 2001). Gadamer believed that language was a vehicle
for comprehension. I would also argue that this viewpoint suggests the importance of
interpretation beyond the surface level of what the interviewer hears.

Because of the interpretive nature of phenomenology, researchers must confront their
preconceptions and biases, which if left unchecked, may influence the interpretations they make
about their participants’ experiences. Therefore, many researchers use bracketing to temporarily
set aside their own experiences, judgments, and preconceptions (Creswell & Poth, 2018;
Merriam & Tisdell, 2016) so they can have fresh eyes and a theoretically unobstructed view of
the participants’ experiences (Detmer, 2013). Moustakas (1994) also talked about the uniqueness
of phenomenology as this quest for knowledge does not encompass the perceptions of onlookers
or even the educated hunches of the researcher but simply the lived experiences of the
participants. They said:

Phenomenology, step by step, attempts to eliminate everything that represents a

prejudgment, setting aside presuppositions, and reaching a transcendental state of

freshness and openness, a readiness to see in an unfettered way, not threatened by the
customs, beliefs, and prejudices of normal science, by the habits of the natural world or

by knowledge based on unreflected everyday experience. (Moustakas, 1994, p. 41)
Despite the entirety of a phenomenon’s character being hidden based on the infinite number of

perspectives from which it can be viewed and experienced, I do not believe that one can ever
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dismiss previous experiences and biases in a way that would not impact one’s perspective. |
wonder if the freshness and openness to which Moustakas referred is really about making sure
that previous experiences do not consume one’s perspective causing the researcher to miss the
essence of the phenomenon in the participants’ lived experience. Bracketing, therefore, does not
allow taken-for-granted experiences to prevent researchers from being able to “see” the
phenomenon from various perspectives (van Manen, 2014).

As they collect data which constitutes accounts of their participants’ experiences with the
phenomenon, the researchers seek to gather textual and structural descriptions that detail the
experience itself, as well as the situational and contextual details that surround the experience
(Creswell & Poth, 2018). When phenomenological researchers analyze data, it is common to
start narrow with individual experiences and then expand the analysis into broad findings based
on the “what” and “how” of the generalized experiences of multiple people (Creswell & Poth,
2018, p. 77). Because each person’s individual experiences are contextual, phenomenological
researchers do not seek generalizable results in the statistical sense. Rather, they seek to define
the essence of the phenomenon. This determination can be beneficial for helping researchers
interpret the findings logically for not only the participants but potentially for others who share
similar lived experiences (Randles, 2012).

In the data chapters that follow, I have chosen to include discussion alongside the
findings. My rationale for this decision was based on my desire to not simply state participants’
experiences, but also to interpret them based on their situatedness in the cultural and social
context of music education. I also incorporated my insight as an insider to the phenomenon in
order to help me understand and interpret participants’ experiences. This rationale was my effort

to integrate the philosophies of Husserl and Heidegger. Husserl focused on describing
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consciousness and seeing things exactly as they are (Sharma, 2024). Contrastingly, Heidegger
was more interested in interpretations based on contexts, relationships, and situatedness in the
world (Sharma, 2024). I attempted to capture the experience of being a woman high school band
director, while also including informed interpretation through a feminist analytical lens.
Researcher Role & Insider Preconceptions

Because of my experience as a woman band director who has since moved within the
profession to pursue higher education—specifically a doctorate—I am an insider to the
phenomenon I explored in this work (Smith & Nizza, 2022). Heidegger believed it would be
impossible for researchers to create an interpretation free of preconceptions based on their
experiences (Heidegger, 1962 [1927]). In phenomenology, the researcher seeks to prioritize the
participant experience over the researcher’s preconceptions (Smith et al., 2022).

Gadamer had a conflicting philosophical view of researchers’ preconceptions or
prejudgments. Gadamer believed that as a part of interpretation, “understanding oneself is part of
this process” (Gadamer, 2001, p. 37). The philosopher also believed in the potentially positive
power of preconceptions in understanding. They believed preconceptions would always be a part
of research in the social sciences because preconceptions are a part of the “practice of knowing,”
but that researchers also had “the duty to disempower, where possible, prejudices that do not
prove to be positive” (Gadamer, 2001, p. 43). I interpret the preconceptions that are not positive
to be anything in the researcher’s experience that might keep them from openness to listening
and interpreting the experiences of others, and not allowing the researchers’ experiences and
beliefs to cloud the interpretation of what happened in the experience.

Gadamer (2001) also suggested that researchers may not be aware of all their

assumptions. The philosopher believed that because of socialization, it would be possible for an
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individual not to be fully aware of their situatedness (e.g., what they believe and why they
believe it). However, just because one does not possess this awareness does not change “the way
traditions are working on us and in our understanding” (Gadamer, 2001, p. 45). Gadamer further
explained, “Full enlightenment about one’s interests in questioning is not attainable. There is
always something remaining that one does not realize” (Gadamer, 2001, p. 46). Gadamer’s look
at situatedness highlights the importance of understanding the powers of socialization that often
hide in the background of researchers’ experiences. Again, I argue this creates a need for
openness and honesty on the part of the researcher to reflect on what they bring to a project
regarding assumptions, judgments, and situatedness in their own experiences. It is also necessary,
however, to understand that with this openness, one should learn more about oneself as a part of
the process of listening and interpreting the experiences of others.

Furthermore, Smith and Nizza (2022) also discussed the importance of researcher
reflexivity, suggesting that being cognizant of preconceptions can help hold the researcher
accountable for the influence they bring to the process. Further, they suggested that “it can be
helpful to put in writing your ideas and experience before you start the interviews; otherwise,
your preconceptions could sneak in on you when you least expect them...” (p. 17). In order to
take account of my own experiences and known preconceptions in a meaningful way, I share my
insider experience in the following paragraphs.

I worked as a middle school and high school band director in a small Ohio school district
for eight years. During those years, I loved working with my students, making music together,
and helping students foster a love of music. I inherited a program that was grieving the loss of
the former band director due to a legal incident involving another staff member. Unfortunately,

the previous director was also my high school band director—a fact that disintegrated my
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previously healthy, professional relationship with my band director. The students and parents
were angry and hurt. The booster organization quickly went into shambles. I found myself amid a
giant mess of emotions and financial concerns that would take years to resolve.

From the beginning, as a 22-year-old woman with no previous classroom teaching
experience, 1 felt very much like the new kid on the block. I felt all eyes were on me as students
and parents compared me to the previous director and questioned my capabilities. Many times
over, in the course of those eight years, I struggled with impostor phenomenon. While my
university education had more than adequately prepared me for the job, I questioned my abilities
and wondered how and why I got the job. Was it luck? Was I in the right place at the right time?
At the time, I did not know what to call it, but when [ encountered impostor phenomenon in my
research as a graduate student, I felt like I had just found the key to understanding my
experience—something with which I identified so deeply.

Over the eight years, I sought to prove myself and worked hard to make everything right
in the program. I thought putting in more hours would help me to be a better teacher. I devoted
my life to it for the first six years. It was not uncommon for me to work 12- to 14-hour days. 1
planned, bought music, fixed instruments, practiced secondary instruments, made phone calls,
answered emails, completed paperwork, and worked on a million other tasks that I hoped would
eventually make things better and help me to prove myself, my work ethic, and the amount of
care I brought to the program. These were my perfectionist tendencies kicking in. I wanted to
matke it perfect, but I wasn t sure how, so I ended up grasping at what I thought would get results.

Sometime around the middle of year six, [ met the man who would later become my
husband. For the first time, I found myself wanting to have a life outside of the band room. 1

wanted to go home at the end of the day and spend time with him on weeknights and weekends. 1
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pulled away from the long hours and relinquished some of the control that I held onto for so
long. It was like finding freedom. While no one explicitly said anything about my cut back on
hours and my desire to have a personal life, I felt the pressures, and I experienced guilt for not
being there for my program in the same way I had been for the past six years. The truth was,
however, that [ was tired, and I desired the same work-life balance that the other classroom
teachers seemed to enjoy.

It wasn t until about three years after I left that job that I started to unpack and sort
through the plethora of experiences and what led to my burnout after eight years. While
reflecting on my experiences, I realized that many of the struggles and frustrating incidents [
encountered were linked to my identity as a woman and the expectations that came with the
tradition of having a male band director. What I valued as strong rapport with my students and
being my true, vulnerable self seemed to be of little value to two of my administrators, and I was
left feeling frustrated and felt that what I brought to the job as a compassionate, empathetic
young woman was not adequate or valued.

My preconceptions included several beliefs and wonderings. I had a preconception that
other women band directors who had left high school teaching and moved into higher education
may also have experienced impostor phenomenon, perfectionism, self-efficacy/self-esteem, and
being vulnerable in ways similar to my own experiences. These potential influences only
represented a partial list, as I believed that women band director experiences were influenced by
many individual and shared factors. Further, my other major preconception was that by looking
at women’s band directing experiences through a feminist lens, I would find significant evidence
of lived experiences that reflected inequities and oppressive behaviors toward women in this

historically white, masculine profession.
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I acknowledge that my lived experience was the driving force behind this project. The
process of beginning to understand my own story brought forth a myriad of questions regarding
the experiences of other women in the band directing profession, what causes women to leave
high school band teaching, and how to better prepare preservice women band directors with the
intent to prevent attrition. I did my best to prioritize the experiences of the participants in this
study employing traditional bracketing and reflexivity. According to Gadamer, “this kind of
sensitivity involves neither ‘neutrality’ in the matter of the object nor the extinction of one’s self,
but the conscious assimilation of one’s own fore-meanings and prejudices. The important thing is
to be aware of one’s own bias, so that the text may present itself in all its newness and thus be
able to assert its own truth against one’s own fore-meanings” (Gadamer, 1975 [1960], p. 238).
My experience impacted how I perceived and interpreted the experiences of others, allowing me
to ask questions that got to the deeper sense of what it means to be a woman band director
without leading the participants to give perfunctory responses. To avoid asking leading
questions, I was cognizant of my tone, choice of words, and sentence syntax, which could
provide meaningful information to participants about the responses I suspected may have been
part of their experiences. At the same time, however, I assumed that participants knew some of
my biases based on the questions I asked in our interview conversations and some of my
interjections, verbal responses, facial expressions, and body language.

Participants

In this section, I discuss my recruitment strategies and talk about the participants in this

research study. I begin by talking about my use of purposive sampling and definitional sample

selection criteria. Talking about the specifics of recruitment, I share the criteria I identified for
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study participation. I conclude the section by sharing participant profiles, which provide a
snapshot of participants and their experiences in high school band directing.
Recruitment Strategy

To identify participants, I used definitional sample selection criteria (LeCompte &
Schensul, 2010), which means that I utilized preset requirements to recruit individuals who were
eligible for participation in the study. Using definitional criteria allowed me to select participants
based on experiences of interest (LeCompte & Schensul, 2010). This type of purposive sampling
was beneficial for selecting participants as I sought to explore the specific lived experiences of
women former high school band directors who have entered collegiate music education. Because
there is no database for tracking women who have left K-12 music education and moved within
the profession, I recruited participants through social connections with friends and colleagues, as
well as sending recruitment materials to organizations such as Women Band Directors
International, Black Women Band Directors, and the Band Directors Facebook groups.

I selected ten women former high school band directors as participants. After recruitment,
one participant chose to leave the study. Nine women participated to completion. Criteria for
participation in this study were as follows: 1) Participant must have identified as a woman at the
time during which they were a high school band director; 2) Participant must have left K-12
music education and moved into collegiate music education; 3) Participant needed to have taught
as a high school band director for at least five years. I selected five years of experience as the
threshold criterion for this study as researchers have determined that five years is an important

milestone for many novice teachers who will leave or move within that period (Hammerness,

2008; Madsen & Hancock, 2002).
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In my recruitment efforts, I aimed to recruit participants across a range of identities. The
nine participants in this study, however, shared many identities which is consistent with the
demographics of the band directing profession. All participants identified as women and used
she/her pronouns. At the time of the interviews, the women were between the ages of 31 and 65.
Each participant was a music education Ph.D. student or a college professor with five to 27 years
of high school band teaching experience. Most participants identified as white, heterosexual, and
neurotypical. None of the participants identified as non-binary or transgender women. It is also
important to note that there was very little dissent among the participants as they discussed their
experiences. In the next section, I will share profiles that provide background information for
each participant and context for their band directing experiences.

Participant Profiles
Grace

Grace (she/her) is a white, former high school band director in her 30s who took over her
father’s band position when he retired as the band director in their town. After taking the
position, she remained in that district for six years before pursuing higher education. After
leaving K-12 music education, she received her master’s degree. At the time of the interviews,
Grace was a third-year Ph.D. student.

Grace’s experience was unique; she returned to her hometown after graduating with her
bachelor’s degree. Grace grew up wanting to be like her father, but as she began to experience
the realities of the job, she found herself trying to create her own identity separate from his. One
thing that felt comfortable and different from her father was being the choir director alongside of
band. However, as she served as a teacher for both subjects and began making things her own,

she described feeling like a glass dish that experienced temperature change too quickly and
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cracked (Interview 3, 25:27) as she code-switched between the band and choir world (Interview
3, 1:57). She felt conflicted in how to speak, act, and dress in order to be successful in the band
world—a conflict that ultimately led to her pursuit of higher education degrees in music
education. After graduation, Grace plans to continue teaching music, but not band.

Diane

Diane (she/her) is a white, former high school band director in her 60s who taught high
school band for 27 years. Her desire to be a lifelong learner led Diane out of high school band
teaching and fueled her pursuit of higher education. She completed a summer master’s degree
and a summer fellowship program before returning to school for her Ph.D. Diane is now a music
education professor and a university department chair. At the time of interviews, Diane had been
in higher education for 15 years. She teaches primarily higher-level courses, such as pedagogical
courses designed to help students learn to teach in the ensemble setting, but also basic
pedagogical classes, such as methods courses.

Diane’s experience as a band director was fraught with challenges related to her identity
as a woman. As a preservice teacher, career counselors told her that because she was a woman,
she should teach general music. As a teacher, despite growing up with feminist women who were
ahead of their time, Diane described how she bought into the patriarchy unintentionally, feeling
like she had to work harder than her male colleagues. Diane also felt like she needed to seek
approval and affirmation from men, and she tried to attach herself to men whom she thought held
power. Even having been through troubling experiences as a part of her K-12 career, Diane chose
a path to continue in music education within higher education—Ilearning, trusting in her abilities,

training preservice teachers, and investing in students.
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Ellen

Ellen (she/her) is a former high school band director in her 40s. She identifies as
biracial— “mostly white, but also native” (Interview 1, 6:45). She taught high school band for 14
years across several different schools. Throughout college and during her first year of teaching,
Ellen lost some of her most influential mentors. In search of a new mentor, she pursued her
master’s degree. The year following her master’s degree, Ellen met a university conducting
professor with whom she decided she wanted to study. She found summer opportunities to work
with him and several years later, started her Ph.D. in music education at the university where he
taught. At the time of interviews, Ellen was a first-year Ph.D. student. She was also part of the
conducting studio at the university. She hopes to eventually work in a higher education job that
includes conducting, acknowledging the influence that conductors and college band directors had
in her life, and looking forward to the impact she hopes to have on the students she will teach.

In her journey as a high school band director, Ellen identified several challenges. She
struggled with feeling like she did not have a mentor—especially a woman mentor who was also
a music teacher. Ellen dealt with sexist issues surrounding her abilities and how she felt that
others perceived her as a woman in a leadership role. Ellen also felt like she assumed a conductor
role as a high school director but that her femininity was not always welcome on the podium. In
Ellen’s work as a band director, she tried to change herself to meet the expectations of those
around her, but now, she is working to be comfortable as herself.

Jill

Jill (she/her) is a white, former high school band director in her 40s. She taught high

school band for eight years. While Jill was in the high school classroom, she was also a part-time

master’s student. During that time, she completed two master’s degrees—one in music theory
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and the other in secondary education. Jill then decided to pursue her Ph.D. in music education.
Since completing her Ph.D., Jill has experience teaching at two different universities. At the time
of the interviews, she was in her tenure year at her current university and was responsible for
teaching methods and practicum courses, a yoga and mindfulness course for musicians, as well
as a music integration course for classroom teachers.

Jill shared challenges related to her identity as a woman that she experienced during her
time as a high school band director. She talked about how she never felt totally free to be herself
because of gendered perceptions of women. Jill described feeling like she was being forced to fit
into the male model of how society felt that band directors should look (Interview 3, 18:55). She
also discussed some challenges with age and looking young, especially when she first began
teaching. While some of these challenges have followed Jill into higher education teaching, she
is using her experiences in positive ways. She shared how she has become more vocal about
addressing microaggressions, helping women preservice teachers to identify positive role
models, and using her experiences to drive her teaching and research.

Ashley

Ashley (she/her) is a white, former high school band director in her 30s. Ashley taught
high school band for seven years. After completing her undergraduate work, Ashley taught for
one year at the school where she student taught. She then took a job working with the marching
band at an all-boys high school. That job eventually led to Ashley being hired as the assistant
band director. She remained in that school for seven years, and while she was teaching full-time,
Ashley earned her master’s degree. Within a month and a half of her master’s degree completion,
she abruptly left her high school job to pursue her doctorate. After finishing her Ph.D., Ashley

worked as a Director of Bands at a university and has since become the Director of Athletic
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Bands at another university. Along with her athletic band responsibilities, she also teaches
applied percussion as well as music education courses such as marching band techniques,
instrument methods courses, and secondary methods.

Instances of sexism greatly influenced Ashley’s high school teaching experience. At the
all-boys school, despite her modest dress and professionalism, Ashley felt sexualized by the
students. She encountered gendered expectations in terms of how she was expected to dress.
Ashley also experienced feeling unappreciated and undermined by the head director at her
school—an influence that heavily impacted her decision to leave K-12 teaching and pursue her
Ph.D. Ashley admitted to feeling like she needed to constantly prove her competence, and she
did that by being involved in myriad activities and experiences including but not limited to
participation in drum corps and indoor percussion’. Despite these experiences, Ashley prioritized
the needs of her students and found fulfillment in seeing her students’ success.

Nancy

Nancy (she/her) is a white, former high school band director in her 40s who taught high
school band for 20 years. Nancy earned a master’s degree while she was a full-time teacher. As a
high school teacher, she hosted many preservice teachers from her alma mater for practicum
experiences or as student teachers. Eventually, folks from the university asked her to teach an
introduction to music education class—an experience that led Nancy to fall in love with teaching
in higher education. She began her Ph.D. while still teaching but soon retired from her K-12 job
and finished her dissertation the following year. Nancy now works as Director of Music

Education and Department Chair of the Music Department at a university.

7 Indoor percussion is a marching arts activity that takes place during the winter and early spring months. High
school and professional percussion groups perform regular shows in a competition setting similar to marching band
adjudicated events.
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Nancy has many experiences that have impacted her journey in music education. Her
story began with childhood experiences, including poverty, homelessness, and abuse. With the
care and support of her music teachers, Nancy found her way out of the trauma that she
experienced as a child. Nancy now uses those experiences to help and advocate for students from
similar situations. She sees her purpose as being a teacher who encourages students, giving them
a chance through support and care.

Nancy’s high school teaching experiences also had an impact on her journey. Nancy dealt
with gendered expectations and troublesome perceptions associated with her short stature, her
qualifications to be a band director as a woman, and her joyful, bubbly personality. She
expressed feeling that women are often in a no-win situation in terms of personas and
expectations. Nancy has clearly spent some time processing her experiences and getting to know
her true self. Encouragingly, Nancy expressed how, being in higher education, she does not
“have to be one of the guys anymore” (Interview 3, 51:40).

Susan

Susan (she/her) is a white, former high school band director in her 30s. Susan taught high
school band for six years. Her first job was at the school where she student taught. After a couple
of years in that district, Susan decided that she needed a location change and decided to move
back to her home area. There, she took a job as an assistant band director, hoping to focus on her
teaching abilities and becoming a more effective teacher (Interview 1, 29:47). However, in her
second semester at that school, Susan became the head director as a result of a traumatic incident
involving the head director. Susan remained in her position as head director for the next three

years.
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During her time as a high school band director, Susan experienced challenges associated
with being a woman in a high school band position. She struggled with not feeling like she had
an in with the old boys’ club environment that existed as a part of the local bandmasters’ chapter.
She felt insecure based on the need to adopt a masculine persona as a way to navigate her
relationships with other directors. Susan also lacked mentorship, which shaped her experiences
as a high school band director. She talked about feeling like an “untouchable person” in terms of
professional mentorship.

Susan shared that it was always her intention to teach for a number of years and then
return to school (Interview 1, 34:40). After a difficult four years in her second district, Susan
made the decision to pursue her master’s degree. In higher education, she described feeling like
she found her fit and a place to use her skills to contribute to the profession (Interview 1,
1:03:44). After completing her master’s degree, Susan continued on to pursue her Ph.D. At the
time of interviews, Susan was a second-year music education Ph.D. student.

Kristen

Kristen (she/her) is a white, former high school band director in her 30s who taught high
school band for five years. She taught for four year in a school for fifth and s