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Branscome, Eric E. Music Career Opportunities and Career Compatibility: Interviews 

with University Music Faculty Members and Professional Musicians

This study used a semistructured interview schedule to identify the music career 

opportunities available to students who graduate with an undergraduate music degree, and the 

skills, interests, work values, and personal characteristics that may determine a person’s 

suitability for these music careers. Six university faculty members from each of the 11 NASM-

accredited undergraduate music degree fields participated in the study (n = 66). Fourteen 

professional musicians who were recommended by these faculty members also participated in 

the study. Concerning the musical and non-musical skills that may determine a person’s 

suitability for a music career, participants consistently noted the importance of performance 

skills in their respective fields. Participants also consistently cited people skills, and noted that 

most musicians interact with people on a daily basis, and use people skills to build social 

networks that may lead to employment. When asked about the interests that may lead someone to 

a music career, participants commonly cited the importance of good high school ensemble 

experiences in students’  music career decisions. Concerning the rewarding aspects of music 

careers, many participants noted that they were more rewarded by the ability to support 

themselves doing what they loved, than by fame or wealth. Concerning the personal 

characteristics that may determine music career compatibility, participants noted that tenacity is 

essential to contend with intense competition, extended periods of unemployment, and other 

common struggles of professional musicians. When asked about music career opportunities in 

their respective fields, participants reported numerous music careers, some of which were 

excluded from previous music career inventories. In addition, participants noted that there may 
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be careers for non-musicians in some music career fields. Participants also noted that some 

music careers may be listed in more than one music career field, creating potential confusion for 

music career advisors. Finally, participants noted transitions in many music careers that may 

change the professional expectations of these careers. 
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CHAPTER 1 

INTRODUCTION 

Music career advisors and researchers have indicated that there may be many students 

who want a career in music, but information may be limited concerning the extent of music 

career possibilities and the desirable traits that may determine a person‟s compatibility for a 

career in music (Baskerville, 2001; Chen, 1997; Goldberg, 1998; Myrick, 1975; Teal, 1982). 

Consequently, there may be many students pursuing music degrees whose skills, interests, and 

other attributes may be incompatible with their chosen majors and future professions. Therefore, 

this study identified (a) the music careers that were available to students who graduated with one 

of the 12 undergraduate music degrees that were accredited by the National Association of 

Schools of Music (NASM), and (b) the skills, interests, work values, and personal characteristics 

that may determine a person‟s suitability for those careers.  

Music Career Awareness 

Although there are a variety of career options for professional musicians, researchers 

have indicated that many aspiring musicians may be unaware of these opportunities (Chen, 1997; 

Goldberg, 1998; Myrick, 1975; Teal, 1982). Specifically, these authors stated that, even among 

professional musicians, awareness of music career opportunities is typically limited to 

performance or education. According to Goldberg (1998), music graduates are often confused 

about career choices because “unlike their fellow students in more applied fields,…there is real 

confusion about just what kinds of jobs, other than the obvious route of teaching or performing, 

they can do with their degree” (p. 44). 

While students may be unaware of the extent of music career opportunities, there are 

indicators suggesting that this does not deter them from pursuing a career in music. According to 
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Baskerville, “involvement in some aspect of music is one of the most frequently named career 

goals” (2001, p. 521). Data from the NASM HEADS report have shown that in 2007-2008 there 

were over 37,000 music majors in NASM-accredited bachelor and baccalaureate programs 

(NASM, 2008). This number does not include the 1,725 students in associate degree programs, 

the 12,630 master‟s students, and the inestimable numbers of people who may pursue music 

careers without formal training. These figures are indicative of the desire held by many aspiring 

musicians to obtain a career as a professional musician, either as a performer, music educator, 

composer, conductor, or any of the professional opportunities in the music industry.  

Musicians as Performers 

According to Teachout (1997) the perceived limitation of music career opportunities may 

exist as a result of the typical role of high school musicians. Teachout wrote that most high 

school students participate in music through performance either as ensemble members or as 

soloists at festivals and competitions. As a result, students may view themselves as performers 

and decide that a career in performance would be a natural extension of the work already 

completed. Second, these musicians are usually under the daily guidance of band, choir or 

orchestra directors and, in many cases, private lessons instructors. Therefore, a career in music 

education may be an obvious choice.  

However, in both performance and music education, there are strong indicators that many 

may have made poor career choices. The first career reality that is commonly cited by entry-level 

performers is the difficulty of finding full-time employment in a saturated job market 

(Baskerville, 2001; Bernstein, 1986; Career Encyclopedia, 2002; Des Pres & Landsman, 2000; 

Elkin, 1960; Johnson, 1946; Occupational Outlook Handbook (OOH), 2008; Rich, 1964; 

Scalfari, 1999). Gerardi (2002) described the nature of music performance by stating, “In one 
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year in the United States, six thousand students graduated with degrees in performance. In that 

same year, there were about four hundred openings in symphony orchestras” (p. 23). In her text, 

Beyond Talent: Creating a Successful Career in Music, Beeching (2005) strengthened this 

argument by comparing data from the 2002-2003 NASM HEADS Report to related data from the 

American Federation of Musicians (AFM). According to the HEADS report, there were 97,000 

music students enrolled in undergraduate music degree programs, and 16,000 graduates of these 

programs. In that same year, according to Beeching, the AFM reported an approximated number 

of 4,500 job openings. Statistics such as these may result in a number of talented musicians 

steering away from the pursuance of a music career, either by personal choice or at the advice of 

a parent, teacher, or career counselor. According to Gordon (2006), students nearing high school 

graduation commonly seek input from family members, educators and friends regarding 

selection of a college degree. Parents, specifically, are more likely to guide students to major in 

fields with steady employment or with more desirable salaries As such, many potentially 

successful musicians may be advised to pursue music as a hobby rather than a vocation.  

Musicians as Educators 

 Whereas musicians and career advising resources have cited an overabundance of 

performing musicians (Baskerville, 2001; Bernstein, 1986; Career Encyclopedia, 2001; Des Pres 

& Landsman, 2000; Elkin, 1960; OOH, 2008; Scalfari, 1999), Madsen and Hancock (2002) 

indicated a shortage of musicians in teaching professions, particularly in string programs. This 

shortage may be due in part to larger numbers of retiring teachers, increasingly difficult teacher-

preparation curricula, and high attrition rate among teachers (Madsen & Hancock, 2002). 

Specifically concerning attrition, Merrow (1999) cited that approximately 20% of first-year 

teachers quit within three years and 50% quit by the fifth year. Madsen and Hancock stated that 
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it is equally difficult to “attract, develop, and-perhaps most important-support and retain the 

young men and women who choose to enter the [music] teaching profession” (2002, p. 7). This 

information may indicate that some degree of professional dissatisfaction may exist among early-

career music teachers.  

 High attrition among early career music teachers may also stem from musicians viewing 

music education as short-term employment while taking auditions or as a supplement to their 

performance endeavors. Hancock (2003) supported this notion by stating “the talented and 

capable beginning teacher who perceives that other sources of employment are always viable 

alternatives…is the most vulnerable to attrition” (p. 166). Authors of music career books have 

supported the notion that there are more musicians than there are jobs, particularly in 

performance-related fields (American Music Conference (AMC), 1966; Beeching, 2005). As 

such, many authors have compiled lists of careers for musicians to pursue either to supplement a 

performance career, or to take on an interim basis while taking auditions (AMC, 1966; 

Baskerville, 2001; Beeching, 2005; Goldberg, 1998). In a 1966 text, the AMC stated, “If you 

aspire to be a performer but are not able to cross that thin line between a truly great artist and a 

very fine musician, you can teach applied music on a campus…” (p. 25). More recently, 

Beeching (2005) listed a number of alternative music career options for performers. Such jobs 

included music teaching, music library work, publishing, or instrument manufacturing. Broadly 

stated, musicians who lack the technical skill to be performers may rely on a number of fall-back 

careers including but not limited to education, instrument repair, or working as a clerk in a music 

shop. Although it is not the purpose of the current study to argue the common-place those who 

can, do cliché, the point is made herein that a dichotomous view of music careers may lead to an 
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inaccurate representation of not only the extent of possible music careers, but also the nature of 

each music profession. 

 Consequently, in both performance and music education, there may exist a number of 

frustrated musicians who may have been more successful, or experienced higher levels of 

professional satisfaction in a different music career. The primary issue for these musicians may 

be inadequate or inaccurate information either about music career opportunities, or about the 

musician‟s compatibility with the professional requirements and demands of each music 

profession (Beeching, 1996, 2005; Gordon, 2006). According to Gordon (2006) many capable 

musicians may have pursued non-music careers because they were simply unaware of the extent 

of available music careers. Specifically, Gordon stated, “students who are undecided about a 

major when they enter college may hesitate to select the ones they are interested in because the 

job connections aren‟t obvious” (p. 48). Music educators and academic advisors of music 

students should therefore be fully prepared to inform music students about the variety of 

professional opportunities for musicians and the appropriate degree leading to each opportunity, 

and navigate those students to a career best suited for their musical and personal strengths. It is 

further necessary to ensure that music educators adhere to proper career advising procedures and 

report the correct types of information to potential music professionals.  

Applications of Career Advising for Musicians 

The National Academic Advising Association (NACADA) has recommended specific 

career advising procedures and informational components that may enable students to make 

educated career decisions (Gordon, 2006). The first step in the career advising process is to 

identify attributes of the advisee that may determine his or her career compatibility. According to 

Gordon, this compatibility is best evaluated through the identification of the advisee‟s “interests, 
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abilities, skills, and values” (2006, p. 64). Similarly, the Council for the Advancement of 

Standards in Higher Education (CAS) recommended that the early career advising sessions 

include the identification of “the student‟s interests…work values…[and] strongest abilities and 

skills” (Dean, 2006, p. 19).  

According to Gordon (2006), there are two types of career-related skills that have been 

identified by the NACADA: 1) functional skills; and, 2) transferable skills. Functional skills 

relate to tasks that are job specific and typically stem from a person‟s experiences and interests. 

Functional skills for musicians might include the ability to perform well in a variety of genres or 

the ability to sight-read. Transferable skills reveal a person‟s ability to perform certain tasks that 

may be used in a variety of occupations. The ability to work with people is a transferable skill 

that may be required of musicians in multiple professions (Farr, 2004; OOH, 2008).  

The second of the career compatibility traits identified by NACADA (Gordon, 2006) and 

CAS (Dean, 2006) is interests. According to these organizations, there may be a strong 

correlation between a person‟s interests and a person‟s talents and abilities. Further, these 

resources suggested that interests commonly develop through exposure to new opportunities that 

may reveal particular abilities or talents.  

The third trait to identify through the career advising process has been labeled “work-

values” (Dean, 2006, p. 219). These values are connected to the characteristics of a job or work-

environment that will bring about the highest levels of professional and personal satisfaction. 

Some musicians, for example, may value the excitement and unpredictability of performing in a 

variety of settings and locations from one week to the next. Other musicians may value the 

stability and predictability that is more characteristic of music education careers (OOH, 2008). 

The final determinant of career compatibility is the advisee‟s overall personality. Although 
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neither the NACADA nor CAS included the advisees‟ personal characteristics in their 

inventories, the career-personality research of Holland (1997) has been used by multiple career 

resources (Discover, 2008; Farr, 2004; OOH, 2008) indicting that personality plays an equal role 

in career advising.  

The next step of the career advising process is to compile a list of potential career options 

based on the identified skills, interests, work-values, and personal characteristics of the advisee. 

The initial list may contain a wide spectrum of career options which may be narrowed-down 

through a number of prescribed means. First, the advisor is expected to collect additional 

information about each career option and communicate those facts to the advisee. CAS (Dean, 

2006) and NACADA (Gordon, 2006) have recommended that such information should include 

potential salary, potential for advancement, career outlook, job duties and descriptions, and 

career frustrations. Career advisors typically refer to published career manuals such as the 

Occupational Information Network (O*Net) Dictionary of Occupational Titles (DOT) (Farr, 

2004), or the OOH (2008), or career resources that are specific to the field of interest to retrieve 

such information (Gordon, 2006). In addition to the use of career manuals, the advisor may 

suggest that the advisee gain first-hand information by contacting professionals in the field of 

interest, or observing professionals in their places of work (Dean, 2006).  

Finally, once the advisee has identified the career in which he or she is most interested 

and that best suits his or her skills and other attributes, the advisee can begin the appropriate 

steps towards preparing for the chosen career. In many cases, preparation for a career in music 

begins by selecting a specific music degree that correlates with the chosen career. NASM has 

identified 12 available undergraduate bachelor and baccalaureate degrees in music from which 

students may choose: 1) performance, 2) theory, 3) composition, 4) music history and literature, 
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5) sacred music, 6) jazz studies, 7) pedagogy, 8) musical theatre, 9) music business and/or music 

industry, 10) electrical engineering/recording technology, 11) music therapy, and 12) music 

education (2008, p. vi). Either a review of career-information resources, or discussion with 

professionals in the field may help the advisee identify the necessary degree that will lead to the 

chosen career field.  

Limitations of Career Resources Concerning Music Careers 

Assuming that all steps of the music career-advising process have been thoroughly and 

accurately completed, the advisee should be well-informed to select the most suitable and 

desirable career, and the degree most suited for that career. However, an investigation into 

information related to music careers reveals a number of potential concerns facing musicians. 

First, career manuals such as the Career Encyclopedia (2002), the OOH (2008), and the O*Net 

DOT (Farr, 2004) present a somewhat limited selection of music career opportunities. The 

Career Encyclopedia of 2002, for example, described two music career opportunities as musician 

(p. 263) and singer (p. 395). The academic career advisor that uses these resources may therefore 

be unaware of the extent of possible music careers. 

In addition to general career manuals such as the Career Encyclopedia (2002), the OOH, 

(2008), and the O*Net DOT (Farr, 2004), there are multiple career resources that are specific to 

music and have been written by musicians from a variety of music professions (AMC, 1966; 

Baskerville, 2001; Beeching, 2005; Bohonos & Tvardek, 2000; Crouch, 2001; Des Pres & 

Landsman, 2000; Elkin, 1960; Gerardi, 2002; Goldberg, 1998; Johnson, 1946; Johnson, 2004; 

Rich, 1964; Uscher, 1990; Weissmann, 1970). A review of these publications revealed three 

issues of concern. First, as these resources were written by musicians rather than by career 

advisors, they do not typically follow the recommendations made by CAS and NACADA 
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concerning the content that should be disclosed during the career advising process. Specifically, 

these resources describe job characteristics such as salary, employment outlook, duties, 

responsibilities, and career challenges, but they do not identify the desirable skills, interests, 

work-values, or personal characteristics that may help future musicians identify their potential 

compatibility with the included careers. Second, there is a tendency for these publications to 

focus on one type of music career. Des Pres and Landsman (2000), Beeching (2005), and 

Johnson (2004), for example, discussed performance careers. Authors who focused on music 

business have included Weissman (1970), Crouch (2001), Baskerville (2001), and Gerardi 

(2002). Only the texts by Bohonos and Tvardek (2000) and Field (2004) have provided a broad-

based scope of music career opportunities. While professional musicians may understand the 

specificity with which these books were written, the professional career advisor with a limited 

knowledge of music careers may erroneously interpret this specificity to represent the extent of 

all music career opportunities. Finally, these resources do not indicate which undergraduate 

music degree may be required for each career, or if a music degree is necessary. Although a 

particular music degree may seem obvious for some music career options, the choices may be 

less clear for other areas. 

In addition to these published career resources, an array of research studies and 

dissertations have been devoted to music careers. Baker (1982), DePugh (1987), Doane (1983), 

Gillespie and Hamann (1999), L‟Roy (1983), Madsen, Standley and Byo (1992), Ploumis-

Devick (1983), Taebel (1980), and Teachout (1997), and Schmidt, Zdzinski and Ballard (2006) 

researched various aspects of music education careers. Rolston and Herrera (2000), Tolley 

(2008), and Zwann and ter Bogt (2009) conducted studies on careers in the music industry. 

Music performance careers were researched by Abel and Larkin (1990), Bennett (2007), 
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Bernstein (1986), Brotons (1994), Creech (2008), Hamann (1982), Hamman and Sobaje (1983), 

Hill (1985), Jay and Smith (1975), LeBlanc (1994), Mills (2004, 2006), Poklemba (1995), 

Scalfari (1999), and Van Kemenade, van Son, and van Heesch (1995). Only five studies have 

addressed music career awareness and preparation of a broad range of music careers (Casey, 

1986; Chen, 1997; Holloway, 1984; Murray, 1960; Myrick, 1975). Similar to published 

resources, these studies typically define and describe characteristics of various music careers, but 

there is a need for a study to identify the skills, interests, work-values and personal 

characteristics that may determine a person‟s potential music-career compatibility. In addition, 

there is a need for a study to identify music careers in the context of NASM-accredited 

undergraduate music degrees. Specifically, there is a need to identify the music careers that are 

associated with each of the 12 undergraduate music degrees accredited by NASM so that music 

teachers and academic advisors will be better equipped to guide advisees to the appropriate 

degree based on their choice of music careers.    

The purpose of this study was to identify the music career opportunities that are available 

to students who graduate with one of the 12 undergraduate music degrees accredited by NASM. 

An additional purpose of this study was to identify the skills, interests, work-values and personal 

characteristics that may determine a person‟s compatibility with these music careers. According 

to NASM, university music faculty members are expected to “advise and evaluate students” (p. 

52), and “recruit and admit students only to programs or curricula for which they show aptitudes 

and prospects for success” (p. 57). As such, faculty members should be well aware of career 

opportunities in their respective fields, and should be able to identify characteristics that may 

lead to success in their fields. Therefore, it was necessary to identify careers and traits for career 

compatibility through direct contact with music faculty members from each of the 12 
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undergraduate music degree fields. In addition, the Council for Advancement of Standards in 

Higher Education (CAS) (Dean, 2006) stated that precise information may also be obtained 

through “informational interviews with working professionals” (p. 88). Therefore, it was also 

necessary to contact professional musicians from each music career field represented by the 12 

undergraduate music degrees. Specifically, this study sought to answer the following research 

questions: 

Research Questions 

1. What skills are recommended by university music faculty members and professional 

musicians for music career compatibility in their respective areas of specialization? 

Specifically:  

a. What musical skills are recommended for career compatibility?  

b. What nonmusical skills are recommended for career compatibility? 

2. What interests are recommended by university music faculty members and professional 

musicians for music career compatibility in their respective areas of specialization? 

a. What musical interests are recommended for career compatibility? 

b. What nonmusical interests are recommended for career compatibility?  

3. What work values are revealed through the most rewarding aspects of music careers as 

reported by university music faculty members and professional musicians for their 

respective areas of specialization?   

a. What work values are revealed through the most musically rewarding aspects? 

b. What work values are revealed through the most personally or professionally 

rewarding aspects? 
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4. What personal characteristics are recommended by music faculty members and 

professional musicians for music career compatibility in their respective areas of 

specialization 

a. What additional attributes are recommended by music faculty members for music 

career compatibility in their respective areas of specialization 

5. What music careers are available for students who graduate with an NASM-accredited 

undergraduate music degree as reported by university music faculty members and 

professional musicians for their respective areas of specialization? 

Delimitations 

The following delimitations have been made regarding the current study: 

1. The scope of this study was limited to careers in music. Whereas many musicians tend to 

work in non-musical professions to supplement income (Baskerville, 2001; Bennett, 

2007; Career Encyclopedia, 2002; Discover, 2008; Gerardi, 2002; Jay & Smith, 1975; 

Poklemba, 1995; Rich, 1964; Uscher, 1990) the current study only addresses music 

employment, and does not seek information concerning other fields in which musicians 

may be employed.  

2. Although some musicians may hold membership in professional organizations, this was 

not a requirement in the selection of participants of the current study with the following 

exceptions:  

a. All university faculty members that were interviewed for the current study were 

employed in colleges and universities whose music departments were accredited 

by NASM at the time of the study.  
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3. There were three undergraduate music degrees that were accredited by NASM at the time 

of the study: 1) bachelor of music; 2) bachelor of arts; and, 3) bachelor of science. For 

feasibility, the scope of the current study was limited to the bachelor of music degree and 

the 12 majors within this degree.  

4. There are opposing schools of thought concerning the purpose of a music department in a 

post-secondary curriculum. Some may suggest that the purpose of a music department is 

to advance the art of music among all students. Others, however, may suggest that the 

primary purpose of a music department is to prepare future musicians for their careers. 

Due to the current study‟s emphasis on advising issues related to obtaining a career in 

music, this study does not approach the issues related to the philosophy of colleges being 

for the advancement of art. 

Definition of Terms 

 Career: A career is defined as “a profession for which one trains and which is undertaken 

as a permanent calling” (http://www.merriam-webster.com/dictionary/Career, 2009).  

 Interests: Reardon et al. (2000) defined interests as “those things a person does for fun or 

enjoys” (p. 27). According to the NACADA, interests typically develop through 

experience and are related to a person‟s skills or competencies (Gordon, 2006).   

 Music career: Based on the definition of career provided above, a music career is defined 

as a profession or career involving some aspect of music. According to Holloway (1984), 

Uscher (1990), the Career Encyclopedia (2002), and Beeching (2005), full-time music 

employment is often obtained through the compilation of multiple part-time jobs. 

http://www.merriam-webster.com/dictionary/Career
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 National Association of Schools of Music (NASM): The National Association of Schools 

of Music is the professional organization that regulates accreditation policies and 

procedures of music departments in colleges and universities.  

 Network of Music Career Development Officers (NETMCDO): The Network of Music 

Career Development Officers is an association of independent musicians, music 

organizations, and university administrators, faculty members, and other staff members 

who serve as music career counselors.  

 Personality or personal characteristics: Miriam-Webster‟s dictionary defined personality 

as “the complex of characteristics that distinguishes an individual; the totality of an 

individual's behavioral and emotional characteristics… [or] a set of distinctive traits and 

characteristics” (http://www.merriam-webster.com/dictionary/personality, 2009).  

 Professional musician: While many professional musicians may be employed by a 

college or university in either a part-time or full-time status, for the purposes of the 

current study, a professional musician is defined as a person who is employed in a music 

career (defined above), but who is not employed by a university in either full-time or 

part-time status. All professional musicians that participated in this study were 

recommended by participants in the university faculty member subgroup.  

 Skills: NACADA has defined skills as “the ability to do something [and that skills] 

denote competence in an activity or task that can be learned” (Gordon, 2006, p. 68).  

o Transferable skills: Transferable skills have been defined as skills that may be 

used in a variety of occupational settings (Gordon, 2006). 

o Functional skills: Functional skills have been defined as skills that are related to a 

specific occupation (Gordon, 2006).   

http://www.merriam-webster.com/dictionary/personality
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 Values: NACADA defined values as “core beliefs that individuals use to evaluate their 

own behavior and that of others” (Gordon, 2006, p. 28). When applied to career advising, 

values reveal what a person feels is important about a particular job or career field. 
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CHAPTER 2 

REVIEW OF LITERATURE 

To provide a foundational basis for the current study, the review of literature presents 

information from books, journals, scholarly publications, dissertations and other resources 

pertaining to music careers and to the research questions of the current study. The review of 

literature has been organized into the following sections: 1) the role of career advising; 2) print 

and on-line music careers resources, authored by non-musicians; 3) print and on-line music 

careers resources, authored by musicians; 4) dissertations in music careers; and, 5) conclusion.  

Whereas it is common for dissertations to focus primarily on related dissertations and 

other scholarly publications, the current topic necessitates a review of a number of music career 

books that, although authored by university professors and music professionals, may be 

considered less than academic. The assumption that serves as the justification for the addition of 

these resources is that music students seeking information on music careers would most likely 

utilize these writings in addition to, or in lieu of the more scholarly publications. Therefore, this 

review of literature contains a review of a number of published, mainstream, trade resources on 

the topic of music careers.  

The Role of Career Advising 

An educated decision to enter a particular career field can be made after adequate 

research and evaluation of a number of factors. As this task can seem insurmountable, many 

students turn to friends, family members, and teachers to provide information and to help them 

make the necessary decisions (Gordon, 2006; Hof, 1999; Plomus-Devick, 1983). In addition, 

students may also turn to college or university career advising offices, to one of the many 
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professional career advising organizations, or may formulate their own research plan by 

reviewing any one of multiple career advising books and websites.  

The U.S. Department of Labor annually publishes two career manuals: The Occupational 

Outlook Handbook (OOH, 2008), and the Occupational Information Network (O*Net) 

Dictionary of Occupational Titles DOT (2004). In addition to these publications, there are 

multiple texts available from the National Academic Advising Association (NACADA), and 

other academic and commercial publishing companies related to careers and career advising. 

These publications consistently identify two components of information that should be provided 

to the career advisee: information concerning the “world-of-work,” and information concerning 

“self-knowledge” (Dean, 2006, p. 86). According to Gordon (2006), “The career decision 

making process itself incorporates knowledge of one‟s self, [and] information … and facts about 

the work world” (p. 16). Further, CAS has indicated that these two informational components 

should be incorporated into the written mission statements of career advising offices on 

university campuses (Dean, 2006).   

In describing the world-of-work component, texts and career advisors are expected to 

fulfill a two-part expectation (Dean, 2006, p. 86). First, the advisee needs to be made aware of a 

thorough representation of jobs available in a particular field of interest. Second, a detailed 

description of a number of factors of each job should be made available. These factors include 

but are not limited to average salary, job outlook, job description, career ladder, and required 

education and training (Discover, 2008; Farr, 2004; Gordon; 2006; OOH, 2008).  

In the second element, self-knowledge (Dean, 2006, p. 86), the career advisor assists the 

advisee in identifying various characteristics about himself or herself that direct the advisee to a 

career in which identified characteristics are common or are required. This step is necessary, 
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according to Miller (1999) who stated “Traditional career counseling methods are based on the 

assumption that matching clients‟ interests, values, abilities, and aptitudes to a suitable 

occupation will result in opportunities for self-actualization and personal expression” (p. 2). To 

provide uniformity and consistency among career advisors, CAS has provided recommendations 

for the specific type of self-knowledge that should be included in the career advising process. On 

three separate occasions in the 2006 edition of the CAS handbook, the authors referred to 

“competencies, interests, values, and personal characteristics” (p. 88) as key pieces of 

information. First, CAS (2006) has recommended that career advising offices include these four 

factors in their written mission statement. Second, CAS has recommended that these elements 

can be used as achievement indicators in revealing the effectiveness with which career advisors 

are fulfilling their professional responsibilities. Finally, has CAS indicated that the four aspects 

of self-knowledge should be included as common practice in the career advising process. 

Specifically, CAS stated:  

The institution must offer career counseling that assists students and other designated 

clients at any stage of their career development to: 

 Understand the relationship between knowledge and career choice through 

assessment of interests, competencies, values, experience, personal characteristics and 

desired lifestyles. (Dean, 2006, p. 88)  

 

In Career Advising: An Academic Advisor’s Guide, Gordon (2006) cited four components 

of self-knowledge and provided further explanation of these concepts: interests, abilities, skills 

and values. A person‟s interests, according to Gordon, typically change over time and are 

strongly correlated to one‟s strengths or abilities. A student should therefore choose a career that 

will allow for such development and the use of multiple abilities. Ability focuses on a person‟s 

capability to perform a certain task in the present. Aptitude, however, describes the likelihood 

that a person will be able to learn new skills and the manner in which abilities will develop. 
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Concerning skills, Gordon delineated two specific types: transferable and functional. 

Transferable skills are those tasks one may be expected to complete in multiple jobs or career 

settings. Functional skills, however, are related to a specific occupation, or a specific duty or set 

of duties one may be expected to complete.  Addressing the final component of self-knowledge, 

values, Gordon discussed the correlation between values and job-related duties. A person‟s 

professional values reveal what that person believes to be important about a particular career or 

field of careers. A profession should thereby be selected in which the job description describes 

duties that relate most closely to a person‟s values (Gordon, 2006). A music performer, for 

example, may value artistry and creativity, whereas an educator may value the need to enable the 

next generation of musicians.  

 Goldberg‟s Great Jobs for Music Majors (1998) although written more as a career guide 

for musicians, provides additional examples of the importance of skills, interests, values and 

personality in the career advising process. In addition to the four components identified by CAS, 

NACADA and Gordon, skills, values, interests, and personality, Goldberg (1998) stated that it is 

also necessary to identify one‟s economic needs, long-term career goals and the assessment of 

“skills needing further development” (p. 3). Following the identification of these self-knowledge 

components, the author recommended a three-task process for combining this information with 

knowledge of the world-of-work in selecting a career field: The first task is for the career advisee 

to review his or her previous educational experiences and assess the areas in which the most 

success was achieved or in which the advisee was most interested; next, the advisee, with the 

assistance of educators and career advisors, compiles an inventory of possible career options that 

best fit one‟s skills, interests, values, personality and other characteristics; finally, the advisee 

identifies the types of educational institutions that offer further training for those careers, and the 
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businesses or industries in which a job might be obtained. After having identified both the self-

knowledge and world-of-work components, and completing the suggested tasks, the career 

advisee is educated and more strongly suited to begin preparation for a particular career 

(Goldberg, 1998).  

As the CAS standards are applicable only to offices and services sponsored by 

institutions of higher education, the question arises pertaining to the standardization of advising 

techniques for non-academic career advising offices. To that end, the National Career 

Development Association (NCDA) has prescribed standards and guidelines similar to those set 

by CAS. According to the association‟s mission statement, the NCDA exists for the following 

purposes: 

The NCDA speaks for professionalism and standards and is the recognized leader in 

developing standards for both career counseling and the evaluation of career information 

materials. NCDA works with licensing and credentialing bodies to support the 

recognition of career counselors and career development facilitators. NCDA sets ethical 

standards for the field including guidelines for the provision of career services on the 

Internet. (NCDA, 2008a, ¶ 2) 

 

The on-line policy and procedure manual of the NCDA (2008b) indicated that a complete 

and thorough process of career advising should include information that will heighten the 

student‟s or client‟s self-understanding and awareness of the skills required for a desired career. 

The manual further stated that the career advisor should assist the client in the following areas: 

 Gather the kinds of data necessary to make rational career decisions 

 Understand the important role of interpersonal and basic employable skills in 

occupational success  

 Clarify the different values and attitudes individuals may hold and the possible effects 

these may have on decisions and choices 

 Explore the worker characteristics and work skills necessary to achieve success in 

occupational areas under consideration.  

 Obtain necessary employability skills and use available placement services to gain 

satisfactory entry into employment in line with occupational aspiration and competencies.  

(NCDA, 2008b, p. 7 – 8) 
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A separate publication of the NCDA, Career Development: A Policy Statement of the National 

Career Development Association Board of Directors (2003), described the professional 

responsibilities for career advisors. Among those responsibilities, the NCDA required career 

advisors to obtain “accurate, up-to-date information about educational and occupational 

opportunities” (2003, p. 1). Further, NCDA has stated that career advisors should help advisees 

“increase self-understanding of their abilities, interests, values and goals [as] a vital foundation 

of the career development process” (p. 1).   

 There is overlap between information provided by NCDA and the CAS standards. First, 

both organizations require an adequate, current representation of the world-of-work. Second, 

both organizations make several mention of skills, values, and characteristics or personality. 

However, while CAS identified personality in the self-knowledge component, NCDA omitted 

this component in its Policy Statement (2003) and instead stated the importance of goals. This is 

the only recommendation of goals identified through the reviewed documents.  

Print and Online Music Career Resources Authored by Non-Musicians 

Many print and online resources inventory careers for persons of all interests and 

abilities, and offer general descriptions of those careers. In addition to career descriptions, many 

of these resources also provide personality, skills or interest inventories to help career-seekers 

understand the role of these traits in each career. This section discusses Career Encyclopedia 

(2002), O*Net DOT (Farr, 2004), the OOH (2008), and Field‟s Career Opportunities in the 

Music Industry (2004).  

Print Music Career Resources  

Career Encyclopedia. VGM has published many books related to careers and career 

advising. Their publication, Career Encyclopedia (2002) listed approximately 200 careers and 
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included two career options for musicians. Rather than categorizing careers as instrumentalists 

and singers, the authors described these as musician (p. 263) and singer (p. 395). For each career 

included, the editors described “the job, places of employment and working conditions, 

qualifications, education and training, potential and  advancement, income [and] additional 

sources of information” (p. 263).  

A musician was described as one who played in performing ensembles ranging from 

orchestras to pop groups, or accompanied other performances, as in opera.  In addition, 

musicians were described as those who taught private lessons, taught at the collegiate level, or 

those who conducted, worked as a music librarian, music therapist, or in military ensembles. 

Further, the editors indicated that most musicians experienced difficulty in finding full-time 

employment, and often filled multiple professional obligations to supplement their performance 

endeavors (2002).   

The singer category described the nature of the performing vocalist. According to the 

editors, only the “singing stars” (p. 395) and teachers were able to maintain full-time music 

careers. Specifically, the text stated:  

This is a field in which there will always be many more qualified applications 

than there are job openings. Except for a handful of top stars in opera and 

popular music, the only full-time steady employment for singers will continue 

to be in teaching positions. (Career Encyclopedia, 2002, p. 395) 

 

The qualifications for musicians and singers included “creative ability, poise and stage 

presence, self discipline, and physical stamina” (p. 395). Singers also needed “an attractive 

appearance” and dancing ability (p. 395). Finally, the editors specified that musicians and singers 

were most likely to find employment in larger cities, where the entertainment industry was more 

popular. Concerning “additional sources of information” (p. 263) the editors referred musicians 

and singers to such organizations as the National Association of Schools of Music (NASM), the 
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National Association for Music Education (MENC), the American Music Conference (AMC), 

and the American Federation of Musicians (AFM) for musicians, and added American Guild of 

Musical Artists (AGMA) for singers (2002).   

Occupation Information Network (O*Net) Dictionary of Occupational Titles. JIST Works 

produced two major career resource publications, both based on information provided by the 

U.S. Department of Labor: the O*Net DOT (Farr, 2004) and the OOH (2008). The DOT is a 

record of approximately 1,100 careers and information about the included occupations and is 

available online and in print. According to Farr (2004), the current edition of the DOT replaced 

previous editions boasting an excess of 12,000 career descriptions. Farr indicated that many of 

the careers described in prior editions either employed too few people or were too focused to be 

considered viable career options, and were therefore eliminated from inclusion in the current 

edition (2004). The six music careers listed in the current edition were 1) music arrangers and 

orchestrators, 2) music directors, 3) composers, 4) musical instrument repairers and tuners, 5) 

musicians and singers, and 6) instrumental musicians (Farr, 2004, p. 694). 

 Each career listed in the DOT was categorized by a Standard Occupational Classification 

(SOC) system and was given a corresponding, universal number. This number is used by career 

advisors to reference specific careers in any one of the publications using the SOC system. For 

each career discussed, a number of characteristics were described. These characteristics included 

“education and training, number of people employed, annual earnings, occupational description, 

personality type, skills and abilities, general work activities, physical work conditions, other job 

characteristics, [and] related jobs,” among others (Farr, 2004, pp. 5 - 16).  

In the organization of the DOT, the authors and editors compiled a bank of generalizable 

skills and other traits that could be applied to a number of different career fields. Values of the 
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music director, for example, included “creativity, authority, ability utilization, responsibility and 

autonomy” (Farr, 2004, p. 250). Skills of the music director included “man structuring, 

monitoring, speaking, and learning strategies” (p. 250). And abilities of the music director 

included “originality, oral expression, flexibility, and hearing sensitivity” (p. 250).  

Occupational Outlook Handbook. The most recent of JIST‟s publications based on the 

information provided by the U.S. Department of Labor was the Occupational Outlook Handbook 

(OOH, 2008). Although the content concerning career descriptions is similar to that of the O*Net 

DOT, the OOH included additional introductory information to assist in the career advising 

process.  

 Specifically, the authors of the OOH included a three-page, 120-item personality 

inventory based on the research of Holland (1997). To help career seekers match personal traits 

with related characteristics of multiple occupations, Holland created a six-sided diagram called 

the RIASEC with each point representing the following traits: “Realistic (R), Investigative (I), 

Artistic (A), Social (S), Enterprising (E), and Conventional (C)” (OOH, 2008, p. ix). The results 

of the OOH inventory and other resources using Holland‟s diagram provide a three-lettered code 

that can serve to indicate the strengths of the advisee. Each career listing in the OOH indicated 

the RIASEC code associated with that career. 

 In addition to the above information, the OOH provided “significant points, nature of the 

work, training other qualifications and advancement, employment, job outlook, projections data, 

earnings, related occupations, and sources of additional information” for each career (OOH 

2008, pp. xvii - xxi). Five career options for musicians were inventoried in the OOH. These 

occupations included 1) musicians, 2) singers and related workers, 3) music arrangers, 4) music 

instructors, and 5) music instrument repairers and tuners (OOH, 2008, p. 785).  
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Consistent with other texts on music careers, the authors of the OOH indicated that most 

musicians may only be able to find part-time work, typically on evenings and weekends, and 

may need to find additional employment in jobs unrelated to music. The OOH further stated, 

“The vast number of people with the desire to perform will continue to greatly exceed the 

number of openings” (p. 286). These cautions were more prevalent for performance-oriented 

careers than for other fields in music.   

In its description of careers for musicians, a description of instrumental musicians and 

singers was provided. In addition to the initial listing of music careers, other options were listed 

as related careers in other, non-musical occupations. Music teaching careers, for example were 

listed under teachers-self-enrichment education (p. 256). Music arranging was described in the 

musicians, singers, and related workers listing (p. 285). Music instrument repairers and tuners 

were included as a subcategory of precision instrument and equipment repairers (p. 654), 

although specification was provided concerning the types of instruments in which repairers 

specialized. The description of sound engineering technician (p.290), although included as a 

technical, rather than an artistic career, indicated that some engineers mix and record music, but 

did not mention recommended music skills, training or experience.  

Career Opportunities in the Music Industry. Career Opportunities in the Music Industry 

was first published in 1986 and has since undergone four revisions. According to the author, 

“When the first edition of this book was published in 1986, there was no single source describing 

the major job opportunities in music in a clear and simple fashion” (Field, 2004, p. v). In this 

text, Field compiled information on over 80 music careers and she inventoried these careers into 

12 overall categories including:  

1. Recording and the record business (24 careers)  

2. Radio / Television (4 careers) 



26 

3. On the road (5 careers)  

4. Music retailing and wholesaling (6 careers) 

5. The business end of the industry (6 careers) 

6. Instrument repair, restoration, design (4 careers) 

7. Publicity (5 jobs) 

8. Symphonies, orchestras, operas, etc.. (14 careers) 

9. Arenas, facilities, halls and clubs (4 careers) 

10. Education (7 careers) 

11. Talent and writing (6 careers) 

12. Church music (3 careers) 

(Field, 2004, p. iii – iv)  

In the 2004 text, the description of each career was divided into two parts: the first part presented 

a list in a bulleted format; and the second part presented the same information in narrative form 

with an explanation of the content. For each of the careers discussed, Field included the 

following information:  

Alternate titles, career ladder, position description, salary ranges, employment prospects, 

advancement prospects, education and training, experience, skills, and personality traits, 

best geographical location, unions and associations, [and] tips for entry. 

(Field, 2004, p. ix - x) 

 

 In the position description (p. ix) section, the author provided a general description of the 

typical job-related responsibilities associated with each career. Each chapter discussed job 

variations among employers based on the company‟s size, location or organization. Each chapter 

also included a statement describing how the function of each job affected or interacted with the 

other positions in the company. 

For salary ranges (p. ix), Field provided an estimated potential income range and 

described factors that may impact income. The author included such factors as location and size 

of the company, success of the employee or of the company, and the employee‟s tenure in the 

company or in the industry. Finally, Field indicated that whereas some incomes were estimated 

annual salaries, many jobs in the music industry were contract (per-service) pay, and were listed 

with a range of per-service fees rather than an annual salary.  
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Employment prospects were described and listed as “good, fair, [or] poor” (p. ix), based 

on the average number of openings across the industry and the estimated number of people 

applying for a position in a given year. In addition, employment prospects were based on the 

location of the specific job on a company‟s career ladder. According to the author, whereas most 

entry-level positions were easier to obtain, executive positions were typically hired from within 

and therefore may have been more difficult to obtain by an interviewee from outside the 

company (Field, 2004).  

Similar to employment prospects, advancement prospects (p. ix) were listed as good, fair, 

or poor based on company size, and position of the career on a company‟s career ladder.  For 

example, an executive position at the top of the career ladder would have poor or no 

advancement prospects. Other positions, however, may provide easier opportunity for 

advancement once an employee has worked through a number of entry-level positions. Field 

stated, “As in most positions in a record company, once an individual gets his or her foot in the 

door, there is a fair chance for advancement and promotion” (2004, p. 17).    

 In Field‟s description of experience, skills and personality traits (p. ix), the author 

hypothesized that, whereas some jobs may only require “on-the-job training” (p. 9) others may 

necessitate at least some college. Others still may require specific certifications or graduate 

degrees. Field also noted whether a company tended to prefer or require a music degree, or if 

non-music coursework or degrees were acceptable. The experience category described the types 

of entry-level or jobs or internships that often made a candidate more attractive for a position. 

Skills included such components as “ability to work with numbers” for A&R coordinator (p. 4), 

or “a good musical ear” for instrument repair specialist (p. 107) or a number of other musical and 

non-musical abilities. For many job titles, Field also included a variety of knowledge-based 
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components such as “knowledge of the record industry” for A&R administrator (p. 4), or 

“knowledge of the type of music he or she is writing about” for music journalist (p. 129). As 

with skills, some were music-based knowledge components, and others were related to areas 

other than music. Finally, for each job title, the author provided an overview of the typical 

personality traits such as creativity and patience, among many others, that often contributed to a 

person‟s success in the particular job.   

Field also described the best geographical locations (p. ix) for each career. In many jobs, 

specifically in the recording industry, positions were listed as being primarily available in cities 

that housed major recording studios. In other jobs, however, it may be possible to find job 

openings in suburban or rural areas (Field, 2004). To address this issue, Field indicated the most 

likely locations to find positions for each career. For many careers, Field indicated that it may be 

necessary to live near a major city, or stated that location may not be a factor. For other careers, 

however, the author provided specific cities wherein a potential employee might want to move 

for entry into a specific field. Nashville, Los Angeles, and New York, for example, were 

described as premiere locations for live-performances and for studio-artists and were cited as the 

primary locations for recording groups (Field, 2004, p. 188). 

Unions and associations (p. x) listed and described the professional organizations or 

unions in which persons were typically associated. The description discussed the function and 

purpose of the professional organizations and their overall duties in advancing a particular career 

or group of related careers. If no professional organizations existed for a particular field, 

information on related associations with which professionals were typically associated was 

included. For example, Field stated that business managers of an orchestra often became 
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members of performers‟ unions such as the American Symphony Orchestra League (ASOL) 

(Field, 2004, p. 146).  

The final section describing each career was titled “tips for entry” (p. x). In this section 

Field provided simple recommendations and suggestions concerning common resources for job 

postings, and for entering the industry. For example, Field suggested that dance band members 

“research job postings in local news papers” (p. 193). Disk jockeys were referred to Billboard 

Magazine and other professional journals or trade magazines (p. 61). Music supervisors were 

referred to “employment agencies” that dealt specifically with supervising and administration in 

the music industry (Field, 2004, p. 172). Concerning tips for entering the industry, Field included 

such suggestions as finding internships, archiving recommendation letters from high school and 

university instructors, or, in the case of recording engineer: “Offer your services free to a 

recording studio in exchange for learning the business” (2004, p. 40).  

Concluding the text, Field included nine appendices providing supplemental information 

in a compiled format. Appendix one, Degree and Nondegree Programs (p. 212) listed names and 

contact information for trade schools, as well as colleges and universities offering music degrees 

or certificates. This list was organized by program or degree and each program listing was 

alphabetized by state. Appendix two, Unions and Associations (p. 256), listed unions and names 

of professional organizations or associations for each career field. Appendices three through six 

provided alphabetical lists of the following: Record Companies (p. 265), Record Distributors (p. 

274), Booking Agencies (p. 277), and Music Publishers (p. 282). Appendix seven, Rights 

Societies, inventoried related agencies that were categorized as “recording rights [and] 

performing rights” organizations (p. 287). The final appendices were reserved for firms: 
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appendix eight for Public Relations and Publicity Firms (p. 289), and appendix nine for 

Entertainment Industry Attorneys and Law Firms (p. 291).  

A bibliography and index followed the appendices. The bibliography (p. 298) provided 

names and references of various print and online resources related to the multiple career fields. 

This inventory was organized first by type of resource, and then by career field.  

Online Music Career Resources 

 Although there are multiple print resources for information pertaining to music careers, a 

greater number of career advisees rely primarily on the internet for guidance (Gordon, 2006; 

NCDA, 1997). To address the needs of these students, career advisors have begun to create either 

online versions of their print resources, as was done with the Dictionary of Occupational Titles, 

or to focus solely on web-based career advising. Similar to the standards and guidelines for print 

resources and general career guidance, organizations such as the National Career Development 

Association (NCDA) and the Association of Computer-based Systems for Career Information 

(ACSCI) have instituted recommendations for online materials. ACSCI stated “With the rapid 

expansion of the [online] availability of career information and services, the need for well-

documented, detailed industry standards of quality and practice is greater than ever” (ACSCI, 

2009a, ¶ 2). The Core Standards of the ACSCI require that career advising software and internet 

sites provide information that is “accurate, current, developmentally appropriate [based on the 

advisees‟ phase in life], specific to the career advisee‟s needs, understandable and unbiased” 

(ACSCI, 2009b, p. 1).  

Two web-based career resources are: The Discover online program, organized by the 

American College Testing Program (ACT), and America’s Career Infonet, based on information 

by the U.S. Department of Labor; these resources offer descriptions of careers and provide 
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related information. Both sites inventory a number of careers and career descriptions, and 

included career options for musicians.  

Discover program. The Discover program was organized by the American College 

Testing Program (ACT) as an online career advising resource offering many of the same services 

provided through traditional career counseling services. The 2008 website 

(https://actapps.act.org/eDISCOVER) provided access to “career databases, majors, schools, job 

postings, inventories [and a site for creating a] personal portfolio” (Discover, 2008, main menu). 

To categorize career titles, the authors created an expanded version of Holland‟s “world-of-work 

map” (Discover, 2006, World-of-work Map) to include 26 career fields that were more 

representative of current occupations and descriptions (Discover, 2008). Holland‟s original 

model was a six-sided figure where each side represented one of the RIASEC traits previously 

described. Careers were strategically placed inside this hexagon based on career characteristics 

and correlation with each of the personality traits (Holland, 1997). The updated model labeled 

jobs by career field and included “Social Sciences, Administration and Sales, Business 

Operations, Technical, Science and Technology, and Arts). In addition to this categorization, the 

updated model indicated whether the primary focus was working with “data, things, ideas, [or] 

people). Finally, Discover’s updated world-of-work map correlated career field and primary 

focus to Holland‟s original RIASEC system (Discover, 2008). Like the original model, jobs are 

located inside the diagram based on their relationship to the three descriptors included.   

A keyword search of music careers revealed the following options: club/resort manager, 

composer, conductor, musical instrument repairer, musician (instrumental), occupational 

therapist, recreational therapist, singer, and teacher (art, music, drama, speech) (Discover, 2008, 

Occupations by Keyword [music]). Singer and prompter were listed as related careers under 

https://actapps.act.org/eDISCOVER
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musician (Discover, 2008, [Music] Related Civilian and Military Occupations). For each career 

listed, Discover provided the following information: “work tasks and settings, qualities, training 

and education, salary outlook, likes and dislikes, related occupations, and [resources for] more 

information” (Discover, 2008, Musician (Instrumental)). Information was provided in bulleted, 

chart, and in extended, narrative format. Items listed in the “qualities” section included music 

and non-musical skills, and a brief inventory of personal traits. Each career listing also provided 

the DOT number, Occupational Information Network number, U.S. Department of Education 

Career Cluster, and Guide to Occupational Exploration number. The Career Cluster and 

Occupational Exploration numbers are additional career classification systems, much like OOH 

and O*Net, used by career advisors.   

 Whereas many print resources have included non-specific, skills and other traits, 

Discover chose to include job-specific details in addition to generalizable traits. Music 

instrument repair, for example, included music-specific tasks of working with and maintaining 

specific music instruments and areas of specialization. Non-specific abilities included “work 

without supervision, [and] keep up with new developments in their field” (Discover, 2008, Music 

Instrument Repair: Abilities needed). Discover also indicated non-musical skills that may help an 

instrument repairer, including math, reading and science.  

 Discover described music careers as musician and singer rather than instrumentalist and 

singer. Whereas many resources have discussed at length the difference between a classical 

musician and a pop, rock or jazz musician, Discover chose to include the title musician, but 

specified that musicians may work for studios, night clubs, symphony orchestras, ballet 

companies, or a number of additional genres. The singer listing described the nature of the 

performing vocalist and included many of the same descriptions and characteristics as noted in 
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the musician listing. Discover indicated that musicians and singers should be talented, devoted to 

many practice hours, able to contend with rejection, and equally able to deal with extensive 

competition. In addition, Discover indicated that persons in both categories should be determined 

and disciplined, possess musical talent, and should start studying music at a young age. 

Differences between musicians and singers were minimal including the need for singers to have 

acting ability and stage presence, in that many singers directed choirs or taught private voice 

lessons. Musicians required versatility to perform in a variety of styles, and were expected to 

specialize on one particular instrument (Discover, 2008). 

Concerning a career as a composer, Discover indicated that many composers may dislike 

the need to obtain other employment to financially support themselves. As was the format for 

musician, composer was listed as a broad career field. Differentiation was only made for 

specialized practices, such as writing symphonies, composing pop music, movie sound-tracks, or 

composing jingles for commercial advertising agencies. Similarly, Discover reported that 

composers may need to work with a variety of instruments from electric guitars and other 

standard rock instruments to oboes and other instruments used in art or concert music. For 

military career options related to composition, Discover listed band member or band leader, 

rather than composition occupations.  

 Similar to a career as a composer, Discover stated that many conductors felt the need to 

supplement their careers with other jobs, usually in education or through performances as a guest 

conductor. Discover described a more detailed depiction of the required education and training 

for conductors than for other fields, and indicated that only the most educated succeed as 

conductors. According to the career description, “There continues to be many more applicants 

for these positions than there are vacancies. Competition will remain strong and only the most 
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talented will find regular employment” (Discover, 2008, Conductor: Estimated Outlook). 

Concerning professional duties, Discover included conducting responsibilities such as stick 

technique, and the required hours of study and rehearsal preparation, in addition to 

administrative duties of auditioning musicians, organizing tours, budgets and other paperwork.  

 A discussion of a career as a music teacher was included in the teacher-

art/music/drama/speech listing (Discover, 2008, Occupations by Keyword [Music] Teacher 

(Art/Music/Drama/Speech)). As this career was included in a discussion with three other 

teaching specializations, most of the descriptions were generalizable to any teaching field. These 

descriptions included creating lessons, grading papers, classroom management, and 

communication among other non-specific traits.  

America’s Career InfoNet. America’s Career InfoNet is a web-based career advising 

center sponsored by the U.S. Department of Labor. As of 2008, the site offered many of the 

typical services found in a traditional career advising office including occupation inventories, 

advice on interviewing, writing a resume, and other related services. Occupations were 

categorized by career field and by state. The online list of music careers in the state of Texas 

revealed the following:  

Relationship  Career  

100%   Music Directors and Composers 

89%    Musicians and Singers 

58%    Art Drama and Music Teachers (post secondary) 

58%    Musical Instrument Repairers and Tuners 

30%    Sound Engineering Technicians 

16%    Producers and Directors 

15%    Radio and Television Announcers  

    (America’s Career InfoNet, 2009, Occupation Profile)  

 

In addition to these careers, numerous options were listed at 15% relevance or below, including 

writers and authors (14%), and choreographers (13%). For each career listing, the website 
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delineated “occupation description, state and national wages, state and national trends, 

knowledge, skills and abilities, and tasks and activities” required for entry and tenure in the 

chosen occupation. “Tools and technology, education and training, related occupations [and] web 

resources” were also included in the career descriptions (America’s Career InfoNet, 2009, 

Occupation Profile [Music] Directors and Composers). With the exception of state-specific 

employment trends and salaries, all career descriptions were directly excerpted from the online 

version of the Occupational Information Network.  

Conclusion 

 This section of the review of literature presented descriptions of music careers described 

by the Career Encyclopedia (2002), O*Net DOT (Farr, 2004), OOH (2008), and Field‟s Career 

Opportunities in the Music Industry (2004). In addition to these books, discussions included 

online materials provided by the Discover program (2008) from the American College Testing 

Program, and America’s Career InfoNet (2009). Consistencies among these resources included a 

discussion of the need of many musicians to seek additional occupations as full-time 

employment. Resources lacked consistency, however, concerning the extent of music careers 

available. The Career Encyclopedia (2002) and the online Discover program (2008) listed two 

career options for musicians; the OOH (2008) and the O*Net DOT (Farr, 2004) listed five and 

eight careers respectively; Field (2004) indicated over 80 career options for musicians; and 

America’s Career InfoNet (2009) listed careers by relevance to music with six careers above 

15% relevance. Inconsistency was also evident concerning the skills, values, interests or personal 

characteristics required for success in the music profession. Personality descriptions in the O*Net 

and OOH were derived from Holland (1997) and were generalizable to all careers listed in these 

publications. The Career InfoNet referred to the O*Net for its job descriptions and, as such, was 
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also based on Holland‟s model. Various music-specific and generalizable traits were included in 

the Career Encyclopedia, Discover program, and by Field. Field, however, tended to discuss 

knowledge bases in addition to or in place of skills or abilities (2004).  

Print and On-line Music Career Resources Authored by Musicians 

 In addition to the general career-advising resources discussing music occupations, many 

resources have also been created by musicians to educate and inform persons interested in 

entering a music career. This section of the review of literature discusses books, scholarly 

articles, and online resources authored by musicians, music-sponsored organizations and 

associations, and university music departments. Books included in the review of literature are 

Your Career in Music (Johnson, 1946), A Career in Music (Elkin, 1960), Careers and 

Opportunities in Music (Rich, 1964), Career Opportunities in Music (AMC, 1966), The Music 

Business: Career Opportunities and Self Defense (Weissmann, 1970), Your Own Way in Music 

(Uscher, 1990), Great Jobs for Music Majors (Goldberg, 1998), Exploring Careers in Music 

(Bohonos & Tvardek, 2000), Creative Careers in Music (Des Pres and Landsman, 2000), 100 

Careers in the Music Business (Crouch, 2001), Music Business Handbook and Career Guide 

(Baskerville, 2001), Opportunities in Music Careers (Gerardi, 2002), Careers for Music Lovers 

and Other Tuneful Types (Johnson, 2004), and Beyond Talent: Creating a Successful Career in 

Music (Beeching, 2005). Articles from peer-reviewed music journals that have focused on 

careers in music education were authored by Gillespie and Hamann (1999), and Schmidt, 

Zdzinski, and Ballard (2006). Studies in the music industry were conducted by Rolston and 

Herrera (2000), and Zwann and Bogt (2009). Studies concentrating on music performance were 

conducted by Jay and Smith (1975), Mills (2004, 2006), Bennett (2007), and Creech (2008). In 

addition, two editions of the Music Educator’s Journal (National Association for Music 
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Education, 1977, 1982) have been devoted to careers in music. Finally, the online Career Center 

of the National Association for Music Education was reviewed (National Association for Music 

Education, 2008).  

Music Career Books  

Your Career in Music. Johnson (1946) wrote Your Career in Music while employed as 

the staff music critic for the New York Post. In the introductory chapters describing the general 

condition of music careers, Johnson stated that conditions were less than favorable for 

professional musicians. Specifically, the author reported low salaries, a saturated job market, and 

expensive training among other obstacles for potential professional musicians. Johnson 

concluded by indicating that the combination of “natural talent [and] desire” (p. 29) greatly 

improved the possibility for professional success (Johnson, 1946).  

In the remaining chapters, Johnson discussed career opportunities in the music industry. 

The author listed the following categories for music careers: The Concert Artist (p. 37),  

Teaching (p. 78), Wielding a Baton (p. 105), The Band Leader and His Big Business (p. 123), 

Chamber Music (p. 149), Composing (p. 176), Opera (p. 190), Organ [performance] (p. 211), 

Those Who Write About Music (p. 224), and Related Fields (p. 237). Performance careers listed 

in The Concert Artist (p. 37) were described for soloists and ensemble members as vocalists or 

instrumentalists. Johnson‟s discussion of composing careers included composing music for the 

dance (p. 177), for radio (p. 178), for movies (p. 182), and for concert ensembles. Related Fields 

(p. 237) included instrument design, manufacture, sales and repair, along with music therapy, 

music librarian (p. 246), concert manager (p. 248), and radio (p. 251).  

In each chapter, the author described various characteristics of the music careers 

including salary, job descriptions, and qualifications. In addition, Johnson provided suggestions 
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for career entry and discussed philosophical issues related to specific fields. In the discussion of 

teaching careers, for example, Uscher included a section entitled Can Appreciation be Taught (p. 

79) and presented premises and supporting arguments of opposing sides of the issue. 

A Career in Music. Elkin‟s A Career in Music was first published in 1950 and later 

revised in 1960. According to the editor, the purpose of this book was to provide information 

about the changing nature of the music industry to aspiring musicians. Elkin stated that before 

deciding upon a career path, particularly one in music, the student should consider whether or 

not that career will fulfill one‟s financial needs, and whether a chosen career will bring the 

desired personal and professional satisfaction. Additional considerations suggested by Elkin 

were the necessary training and education, how to enter the career field, and the potential for 

advancement.   

 Each chapter described a different career path and was authored by a noted professional 

in the related field. Career titles discussed by Elkin included Solo Instrumentalist, Solo Singer, 

Composer, Accompanist, Conductor, Orchestral Player, Music Teacher, Organist and 

Choirmaster, Musical Instrument Manufacturer, Music Publishing, Music Dealer, Organization 

and Administration (Elkin, 1960, p. 5). Chapters included depictions of each author‟s 

professional life, their teachers, how they entered the field, their travels, and their success stories. 

Each chapter concluded with a list of professional organizations in the related field.  

Careers and Opportunities in Music.  In Careers and Opportunities in Music, Rich 

(1964) portrayed three career categories for musicians including the Performer‟s World, the 

World of the Composer, and the World of the Teacher and Writer (Rich, 1964, pp. 9 - 10). In the 

first section, Rich provided an overview of life as a musician and documented long hours, low 

pay, and that many musicians held multiple jobs to support themselves. Sections two, three, and 
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four described the music careers in each category. The final portion discussed the average 

salaries for musicians, and the intrinsic rewards of a career as a musician. Rather than provide 

characteristics of each career, Rich described society‟s impact on the various careers and how 

each career transitioned through recent history. Like many other music career texts, Rich also 

included success stories of people who succeeded in each field. Each section concluded with a 

list of informational resources and professional organizations.     

Careers in the Performer‟s World included the solo performer, opera, the conductor, the 

ensemble artist, and the performer of popular music (p. 9). In part three, the World of the 

Composer, Rich discussed the composer as a general category and emphasized the composition 

of electronic music (p. 149). Rich further described methods by which composers were able to 

have their music performed and recorded, and how they received compensation for their 

compositions. The final category was the World of the Teacher and Writer and included public 

school music teacher (p. 178), music teaching on the college level (p. 181), the music school and 

the conservatory (p. 185), the private teacher (p. 186), and the part time teacher (p. 188). Writing 

careers included music and journalism (p. 192), criticism outside of newspapers (p. 196), the 

mass media and the writer (p. 197), writing program notes (p. 198), and musicologist (p. 199).  

Career Opportunities in Music. In 1966, the AMC published Career Opportunities in 

Music: A Guide for Young Men and Women Considering a Career in Music. This publication 

began with an introduction into the world of the professional musician and wrote that success in 

any music career field was based on “diligence, energy and single-minded devotion” (p. 25). 

Following this introduction, the text provided a directory of various music jobs categorized into 

10 music fields, and 2 additional categories. The 10 initial categories were 1) Concert Career, 2) 

Professional Conducting, 3) Church Music, 4) Music Education, 5) Teaching Music in College, 
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6) Private Teaching, 7) Performance Careers, 8) Commercial Music, 9) Music Therapy, and 10) 

Armed Forces (AMC, 1966, p. vii – viii). The two additional categories were Fields Related to 

Music and Business Opportunities in Music (p. viii – ix).   

 For each career, the authors used a narrative format to discuss general characteristics of 

music jobs in each of the categories. The text included accounts of noted professionals who 

succeeded in each field. In addition, the authors presented major cities that housed opera 

companies, symphonies and other performance venues. The book also included names of well-

known opera companies, symphony orchestras and other performance organizations where 

musicians gained experience.   

  In the Concert Career category, the authors discussed careers as a solo performer (p. 1). 

Seven options were listed for Professional Conducting including 1) civic symphony (p. 5), 2) 

youth symphony (p. 7), 3) choral conducting (p. 8), 4) musical director of an opera (p. 9), 5) 

musical director of ballet company (p. 9), 6) staff music director in radio or TV (p.10), and 7) 

director of a dance orchestra (p. 10). The Church Music category provided two options: 1) 

director of music (p. 13), and 2) church organist (p. 14). Music Education careers included nine 

options that ranged from elementary music specialist to state supervisor of music (p. 17). 

Teaching Music in College provided the largest selection of career options, mainly pertaining to 

the types of courses a university professor taught, and the ensembles directed by university 

faculty members. The Private Teaching category contained four jobs ranging from conservatory 

or music school teaching to teaching lessons in a store or studio (p. 29). Seven careers were 

listed as Performing Careers (p. 39). These included 1) accompanying (p. 39), 2) symphony 

playing (p. 39), 3) popular music (p. 41), 4) show business (p. 45), 5) music director for 

recreation department or center (p. 46), 6) music in industry (p. 47), and 7) careers in composing 
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(p. 47). Three careers were included in Commercial Music. These careers were 1) performer (p. 

51), 2) composer or arranger (p. 51), and 3) educational films (p. 51). Music Therapy was listed 

as a separate career and was the only career in its category. The authors provided specification 

concerning the types of institutions wherein music therapists were employed and the patients 

with whom they worked (p. 53). The final career category, Armed Forces, discussed the 

availability of performance or conducting opportunities and cited the various ensembles and 

branches of the military (p. 57).  

Additional jobs for musicians were listed as Fields Related to Music (p. 61) and Business 

Opportunities in Music (p. 69). The authors suggested that these jobs were more suited “…for 

those who enjoy the environment & atmosphere of music” (p. 61). The authors further cited, 

“Business acumen is most essential in any of the following careers” (p. 61). Eight jobs were 

listed as related careers, including 1) concert manager, 2) symphony manager, 3) music critic, 4) 

recording industry, 5) instrument repair, 6) piano tuner-technician, 7) music librarian, and 8) 

radio or television music commentator (p. 61). Seven final careers in music business were listed. 

These jobs most specifically related to the ownership of a music shop, a publishing firm, or 

instrument manufacturing or wholesaling.  

The Music Business: Career Opportunities and Self Defense. In the introductory pages of 

Weissman‟s The Music Business: Career Opportunities and Self Defense (1970), the author 

described his career path as a professional musician in the New York studios, and his eventual 

transition to a career as a music business professor at Colorado Women‟s University.  In the 

first section of the book, Weissman defined Music Business and described the recording process, 

copyright laws, dealing with agents, and a number of additional related components (p. v). The 

second section listed and described careers in the music industry. Weissmans‟s list of music 



42 

career options included studio and engineering, careers in records and radio, composing, 

arranging and film music, concert promotion and careers in publicity, classical music 

performance, jazz performance, songwriting as a career, music education and private teaching, 

music criticism, music library careers, musical instrument manufacturing, music retail and 

wholesaling, music therapy, and arts management (Weissman, 1970, pp. vi - vii). An additional 

grouping of related careers was entitled Piano Tuning, Instrument Repair, Armed Forces, and 

Church Music and Careers in Law (p. vii). Weissman‟s career depictions were written in 

narrative form, and described job responsibilities, success stories of noted musicians, and related 

information.  

 Wisseman reported that many professionals in Studio Work and Engineering (p. 113) 

were “frustrated recitalists” (p. 115) who discovered they could not prosper in that field. The 

author stated that some Careers in Records and Radio (p. 119) existed for the creative 

personalities and other careers were reserved for the business-minded. Specifically, Weissman 

stated that those with a bent towards creativity should have stronger business backgrounds, that 

business-minded musicians should seek degrees in business administration, and those seeking 

employment in radio should pursue degrees in communications. Concluding this section, 

Weissman summarized additional jobs in radio including disk-jockeys, salesperson, operations 

department, and station managers (pp. 120 - 121).  

As examples of the type of career descriptions included in his text, Weissman reported 

that most composers were employed by colleges and universities and experienced frustration in 

getting their pieces performed except by student ensembles. In the Classical Music Performance 

(p. 135) and Jazz Performance (p. 138) sections, the author provided information on entering the 

field as a soloist or recitalist. These sections included such details as renting Carnegie Hall for a 
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debut performance, inviting the local critics and conductors, entering competitions, and 

auditioning for symphony jobs.   

 Weissman described the life of the jazz performer as “rootless [and] unstable” that 

typically required weekend and evening performances in bars and nightclubs (p. 138). Weissman 

suggested that many jazz performers were employed in cities such as Las Vegas, on cruise ships, 

or in country clubs. The author also reported that jazz performers were most often employed in 

other industries to supplement their weekend and evening performance schedules. Weissman 

provided a similar caution for music critics, as performances to critique were typically held only 

on evenings and weekends. 

 Concerning the Songwriting profession, Weissman discussed the songwriting trends of 

the 50‟s, culminating with the career and techniques of Bob Dylan (p. 140). According to 

Weissman, the songwriting rules that had previously been enforced were no longer imposed by 

Dylan‟s generation and the composers that followed. It was therefore easier for new composers 

to produce unique works and enter into the music business (Weissman, 1979). The author also 

included topics on which many songs were written, and the process of getting a song heard, 

recorded and marketed. In this discussion, the author emphasized key components of a 

composition career such as the process of making a demo, periods of writer‟s block, the 

importance of writing songs outside of one‟s typical compositional genre, and the advantages of 

listening to and performing the music of other composers as stimulus for one‟s own composition 

efforts.   

 Weissman‟s discussion of a career in Music Education was reflective of the decade in 

which the text was written (p. 150). According to the author, this career field needed redefinition 

due in part to the recent implementation of methods by Kodaly, Orff, Dalcroze, and Suzuki 
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(Weissman, 1970). In addition, Weissman reported an overabundance of music teachers, and a 

resulting need of future teachers to scrutinize more thoroughly their career options. 

 The final careers introduced by Weissman were piano tuning, instrument repair, armed 

forces, church music and careers in law (p. 176) and arts management (p. 180). For each 

specialization, the author discussed job availability, entry requirements, and variation in 

professional responsibilities based on personal specialization and location. Jobs in Arts 

Management were typically available in larger orchestras, opera companies, and other 

performance venues that needed arts management. As the author‟s discussion of Music 

Education revealed trends in the field in 1970, a related discussion was included for arts 

managers. According to Weissman many performing organizations sought to employ women and 

African Americans as a result of the recent civil and women‟s rights movements of the late 

1960‟s.   

Your Own Way in Music. Like most other authors of this type of text, Uscher‟s Your Own 

Way in Music (1990) introduced the reader to multiple facets of life as a musician before 

introducing the various careers available to aspiring musicians. Similar to other music career 

books, Uscher cited the necessity of many musicians to seek multiple jobs to meet financial 

needs. Uscher, however, specified that such was the case with noted musicians such as Haydn 

and Hindemith, and such will be the case for the 21
st
 century musician as well (1990).  

Uscher‟s book was divided into four parts. Part one, Getting your Skills Together, was 

written as a resource guide for the professional performer (p. 1). This section discussed résumé 

writing, finding and preparing for auditions, getting a professional headshot, finding grants and 

other related information. The second part of Uscher‟s text, Support for the Musician, discussed 

organizations and foundations that provided monetary support for the arts and artists (p. 63). Part 
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three, Making your Way in the World, was devoted to the professional mindset of determination 

that must be upheld by the professional musician, especially during the process of taking 

auditions (p. 103).  

The fourth section listed and discussed career options for professional musicians. Uscher 

interviewed musicians and included their life-stories as depictions of the various careers. Uscher 

also researched and reported the success stories and financial wealth of other musicians and 

incorporated those accounts into the text as well. The five career categories covered by Uscher 

were 1) Arts Administration, 2) Creating and Recreating Music, 3) Music in Scholarship, 4) 

Music in Service Professions, and 5) Music in Media (p. vii – viii). Administrative jobs were 

dually labeled as Executive Director positions (p. 136) and described duties such as fund-raising, 

recruiting, personnel, and general managing within large orchestras, ballet companies or other 

performance venues. Uscher introduced the Creating and Recreating Music category with three 

related professions concerning the use of instruments. These careers included 1) acoustician (p. 

143), 2) instrument maker and restorer (p. 144), 3) and bow maker (p. 146). Classical composer 

(p. 147) and electronic music composer (p. 148) were listed as Creating Music careers (p. 147). 

The Re-creating Music category was reserved for instrumental performers (p. 152), free-lance 

musician (p. 153), contractors (p. 154), and early music performers (p. 155). Seven careers were 

listed as Music and Scholarship (p. 158). These careers ranged from ethnomusicologist (p. 159) 

to music theorist (p. 167) and tended to focus on history and research in music. Thirteen careers 

were listed as Service Professions (p. 172). These careers included teacher of the Alexander 

technique (p. 173), lawyer (p. 178), music therapist (p. 181), and sacred music professional (p. 

185), among others. The final category, Music in Media (p. 191), included 11 careers focusing 

on work as a film composer, music editor, or recording engineer (pp. 191-199), music critic (p. 
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202), and  music producer (p. 204) in multiple professional venues. Uscher‟s text concluded with 

six appendices that provided additional information on schools and universities offering various 

music degrees, foundations and organizations providing grants for artists, recital sponsors and 

performance facilities, and assorted career books, organizations, and performance opportunities 

around the world.   

Great Jobs for Music Majors. The first chapters of Goldberg‟s Great Jobs for Music 

Majors (1998) have already been discussed concerning the book‟s role in establishing and 

following common practice in career advising. In the final chapters of this book the author 

described seven career categories, identified as “paths” (p. 106) by the author, detailing 37 total 

music careers. These paths included 1) Performing, 2) Behind the Scenes, 3) The Business of 

Music, 4) Creating Music, 5) Teaching Music, 6) Music Retailing Wholesaling and Repair, and 

7) Other Music Careers (p. 107). For each career listed, Goldberg identified jobs available in 

each category, “possible employers” (p. 114), “related occupations” (p. 115), “working 

conditions” (p. 115), “training and qualifications” (p.115), “advanced studies in music” (p. 117), 

“earnings” (p. 117), “career outlook” (p. 120), “strategy for finding the jobs” (p. 120), and 

“professional associations” (p. 123). Each career description concluded with a section in which 

one or two noted professionals were introduced and asked to describe how they entered and 

succeeded in their specific field of the music industry.  

 Performance careers ranged from session musician (p. 111) and floor show band member 

(p. 112) to choir director in a church (p. 112) and disk jockey (p. 113). Related occupations 

included composer, piano tuner, agent, music librarian, and music therapist among others (p. 

115). Nine career options were described under Uscher‟s second category. These Behind the 

Scenes Careers (p. 129) included stage manager (p. 130), sound engineer (p. 130), and various 
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options for producers (p. 131). Related careers described the types of assistants and equipment 

managers that worked with managers and producers. The third and fourth fields, The Business of 

Music (p. 140) and Creating Music (p. 155) included two and three careers, respectively.  Music 

business careers included 1) artist‟s representative or personal business manager, and 2) booking 

agents (p. 141). Related careers included accountant, contract negotiator, music editor, sales 

professional, and 14 other business or legal careers (p. 143). In the Creating Music path, 

Goldberg discussed 1) composer (p. 155), 2) songwriter (p. 155), and 3) arranger (p. 156). 

Fifteen occupations were listed as related careers including conductor, librarian, music teacher 

grant writer (p. 157) and 11 others. Teaching Music was the fifth career path (p. 164). This path 

included school music teacher (p. 164), independent music or private instrument or voice teacher 

(p. 165), and teaching as a college, university or conservatory music educator (p. 166).  Thirteen 

related careers included such positions as, consultant, museum curator, researcher, and author (p. 

166).  

The sixth field discussed in Goldberg‟s text was Music Retailing, Wholesaling and 

Repair (p. 175). To describe careers in retail, the author specified the types of music materials in 

which musicians specialized. Similar clarifications were made for wholesaling careers (p. 178). 

Concerning music repair (p. 178), the author cited the areas of specialization in which instrument 

repairers specialized. These areas included pipe organ, wind and percussion instruments, and 

string instruments (p. 179). Related careers in this path included occupations wherein mechanical 

ability or salesmanship was needed more than musical ability. These occupations included 

appliance sales, music store owner, and vending machine servicer and repairer among others (p. 

181). The final career field was labeled Other Music Careers (p. 184) and included four jobs: 1) 

music librarian (p. 187), 2) music critic (p. 189), 3) music therapist (p. 190), and 4) music 
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journalist (p. 192). Related occupations included authors of varying specializations, critics and 

teachers (p. 193).  

Exploring Careers in Music. In 1990 the AMC combined efforts with the National 

Association for Music Education (MENC) under the direction of Bjorneberg to update a 1976 

text, Careers in Music. The second edition of this text, entitled Exploring Careers in Music, was 

published by MENC in 2000 (Bohonos & Tvardek). According to the authors, career inventories 

and descriptions were created through consultations with representatives from professional 

organizations related to each career included in the text. The 2000 edition categorized music 

careers into the following fields: Music Education, Music Performance, Music Business, Music 

Communications, the Recording Industry, Music Technology, and Other Music Careers (pp. v – 

vi). For each career description, the authors included specific places or types of employment, 

suggestions for career entry and preparation, skills, and abilities. For most careers, musical and 

non-musical skills and abilities were listed. A brief statement indicating the professional 

organization that was consulted concluded each chapter.  

 Four careers in Music Education included 1) school music teacher (p. 6), 2) college or 

university professor (p. 17), 3) music supervisor (p. 18), and 4) independent teacher (p. 20). 

Further specification was provided concerning the ages or grade levels in which school music 

teachers specialized. Unique to the chapter discussing education careers was a list of 

“instructional [and] musical skills, [and] personal abilities” (p. 15) required of music teachers. 

These skills and abilities included:  

Instructional Skills 

 Teach a lesson that illustrates knowledge of lesson planning 

 Conduct a rehearsal that demonstrates good rehearsal technique and preparation 

 Teach or conduct a lesson that demonstrates effective classroom management 

 Teach or conduct a lesson that illustrates knowledge of a variety of learning needs 
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 Teach or conduct a lesson that demonstrates vocal projection, appropriate grammar, 

self-confidence, and general deportment 

 Teach or conduct a lesson that demonstrates the ability to motivate students toward 

musical learning and appreciation 

 Pass a state or national teacher-competency exam if required by the employment 

agency 

 

Musical Skills 

 Perform a composition to demonstrate musical sensitivity 

 Perform in a secondary medium (piano, guitar, voice, classroom or other secondary 

instruments) in a teaching context of the position being sought 

 Teach or conduct a lesson that demonstrates knowledge of music history, music 

theory, music composition, and creativity 

 Teach or conduct a lesson that demonstrates how musical listening affects musical 

learning 

 Teach or conduct a lesson that illustrates the ability to hear musical performance 

problems and prescribe appropriate solutions 

 Pass a state or national subject-matter competency exam if required by the 

employment agency 

 

Personal Abilities 

 Demonstrate the degree to which your professional goals have been determined 

 Demonstrate the nature of your commitment to teaching in music 

 Show an understanding of the development of personal relationship with students, 

colleagues, administrators, parent and community members 

 Demonstrate the development of a philosophy of music education  

(Bohonos & Tvardek, 2000, p. 15) 

The Music Performance category contained seven careers that included 1) performing in 

an opera, 2) performing in an orchestra, 3) performing in a military ensemble, 4) conducting, 5) 

administration in an orchestra, 6) performing popular music and 7) composing or arranging (p. 

46). Skills for the performers included vocal ability, acting ability, “business skills” (p. 33) and a 

variety of “personal traits” (p. 33).  Rather than discuss skills for “popular music performers” (p. 

46), the authors cited suggestions for career entry, education, and related experience to gain 

while waiting for the “big break” (p. 48).  

 Nine careers were discussed in Music Business (p. 55). These careers were reserved for 

those who made, repaired or sold musical instruments, published or distributed sheet music, or 
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worked in music advertising. In describing a job as a music retailer (p. 58), the authors specified 

four types of music stores in which retailers specialized: 1) those that offered all services, 2) 

those that specialized in band instruments, 3) those that specialize in keyboards, and 4) those that 

specialize in guitars and electronic equipment. For all types of store owners, the author suggested 

the following requisites: 

 Sufficient capital backing and source of financing 

 Good store location in the right market  

 Business acumen, sensitivity to people, and solid educational background in business 

administration and music  

 Administrative ability and management skills 

 Demonstrated salesmanship 

 Ability to play an instrument and interest in music performance  

 Interest in music education; knowing the latest trends at all levels of school music 

instruction, as well as teaching approaches and programs of major manufacturers and 

manufacturer‟s associations 

 Good personal and professional relationships and rapport with independent and group 

teachers, school music personnel, and college music faculty members, as well as church 

and civic personnel 

 Strong sense of public and community relations and true involvement in the community  

(Bohonos & Tvardek, 2000, pp. 61 - 62) 

 

Careers in Mass Communications were reserved primarily for writing careers. According 

to the authors, the expansion of the internet and on-line publications have increased opportunities 

for musicians in these industries. These careers included book and journal editor (p. 88), music 

critic (p. 90), public relations specialist (p. 94), and reporter (p. 95).  

For music critics, the authors cited a list of eight requirements prescribed by the Music 

Critics Association of North America. These requirements included  

 Knowledge of the music material being reviewed 

 General knowledge of the arts, history and the world at large 

 A good ear 

 The ability to write clearly and focused toward the readership of a specific 

publication 

 Constant listening and writing 

 The ability to identify personal preferences and dislikes and to separate them from 

objective judgment making 
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 Involvement 

 The willingness to stand up for a justifiable opinion that is supported by 

knowledge, fairness, and experience  

(Bohonos & Tvardek, 2000, p. 91)   

 

Concerning the duties of a music critic, the authors stated that the type, location and size of an 

organization impact the duties of the staff music critic.  

 Bohonos and Tvardek described eight career options for musicians in The Recording 

Industry (p. 97). This category described 1) the recording musicians (p. 100), 2) producer and 

engineer (p. 102), 3) studio arranger (p. 103), 4) artist and repertoire person (p. 104), 5) music 

copyist (p. 105), 6) music contractor, (p. 106), 7) merchandiser or manager (p. 107), and 8) disk 

jockey (p. 109). The authors reported “basic skills and personal abilities” (p. 99) for success in 

this industry including versatility, reliability and basic “knowledge of music” (p. 99).  

 The final two career fields presented by Bohonos and Tvardek were 1) Music 

Technology (p. 111), and 2) Other Music Careers (p. 117). Music Technology described three 

careers that worked closely with professionals in “publishing, music copying and printing, 

arranging and recording and performing music” (p. 113). These jobs included 1) multimedia 

publisher (p. 114), 2) technology-based music instruction designer (p. 115), and 3) sound and 

video editor (p. 116). The authors described the role of musicians in the Multimedia Publisher 

category as “computer programmers [with] highly developed programming skills” (p. 114). 

Bohonos and Tvardek (2000) reported that careers in instruction design only recently developed 

due to the increased use of “distance learning” (p. 115) and other applications of the internet and 

technology in education. Similarly, opportunities for sound and video editors have recently 

increased in providing music for promotional CD‟s, “video segments” (p. 116), or related 

products involving music. Careers listed in the final section as Other Music Careers (p. 117) 

included music therapist (p. 120), music librarian (p. 122), music industry attorney (p. 126), and 
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worship musician (p. 127). The authors indicated that whereas these jobs required some musical 

knowledge or proficiency, their primary emphases were in other career fields such as “health 

care, library science, law, and worship” (p. 119) respectively.   

Creative Careers in Music. In Creative Careers in Music, Des Pres and Landsman (2000) 

described a unique selection of music careers that may or may not exist in other professional 

pursuits. According to the authors, musicians have typically chosen careers in which the primary 

responsibility was some sort of creative endeavor, or pursued business-related occupations in 

music in which creative pursuits were minimized: administration, producing, or instrument sales 

among others (Des Pres & Landsman, 2000). The authors‟ specific purpose of this text was to 

discuss creative pursuits in music and, specifically to provide information to musicians 

considering a performance career. According to the authors, “the lack of attentiveness to the 

career side of a music career is legendary for performing artists” (p. v).  

 To identify the target population for this book, the authors provided a number of 

clarifications. First, Des Pres and Landsman stated that the book was meant for performers in 

“mainstream commercial popular music industry…[specifically] recording, broadcast, music 

publishing and the concert business” (p. vi) and may therefore be inapplicable to teachers,  

orchestral players or opera performers (p. vi). It was further clarified that the book‟s contents 

were most relevant for “players, singers, composers…songwriters…producers and engineers” (p. 

vii).  

  Creative Careers in Music (2000) was divided into five parts. Sections one and two 

discussed The Publishing Business (p. 1) and The Record Business (p. 27). Section one provided 

definitions and descriptions of copyright laws, current issues concerning copyright and related 

legal issues such as royalties and licensing. Section two described a typical record company, 
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standard equipment, and common designs of recording studios. In addition, this section 

discussed how musicians recorded their own music. In section three, the authors provided an 

inventory of music career options and described each career in the music industry.  Careers 

discussed in this section were songwriter, solo artist, group member, studio musician, and 

producer or engineer (p. iii). In section four, the authors provided suggestions for career entry 

and management. The final section discussed “changes in the music industry” (p. iii).  

 Concerning career entries in the third section of their text, Des Pres and Landsman 

provided a basic description of each career listed and the professional responsibilities of each 

job. The authors described a variety of types of information for each career. For example, the 

authors described a songwriter‟s career and included a discussion of “training and skills of 

songwriters” (p. 88). Regarding requisite knowledge and training, the authors stated: “Some 

songwriters have a deep background in classical music and harmony; others can barely play 

chords on a guitar and don‟t know what the notes are” (p. 89). Additional attention was given to 

the difference between a staff songwriter (p. 90), independent songwriter (p. 94), and singer-

songwriter (p. 95), or songwriters who perform their own music and the works of others.  

  The authors provided fewer details of solo artist (p. 99) and group [band] member (p. 

113). Des Pres and Landsman discussed the need to create a certain image, both as a band and as 

a soloist, and described the basic income, and a “day in the life” (p. 109) of a touring band or 

singer. The authors described the training of these performers by stating, “The extent of formal 

training of solo artists varies widely” (p. 106). The authors further indicated that whereas some 

had “formal training” (p. 106) others simply picked “things up along the way” (p. 106). Finally 

the authors cautioned the reader that job openings as a performer, either on stage or in the studio, 

were difficult to find and more difficult to obtain. Concerning a career as a producer, the authors 
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stated: “The tasks involved (and skills needed to address them) are so variable and 

comprehensive that describing the job is difficult, even for those who practice this most 

demanding of arts” (p. 137). The authors described the professional responsibilities of a producer 

as one who coordinated efforts between the band, the recording label, and the recording 

engineers.  

 The fourth section of Des Pres and Landsman‟s book was reserved for Career 

Development (p. 151). The authors again discussed the necessity of creating an appropriate 

image and using that image to create a reputation and make the band‟s or solo artist‟s name 

known to the consumers and record producers. Included in this process were such components as 

getting a head-shot, recording a demo, and seeking coaching on stage-presence. The authors also 

discussed the need to get professional help in the form of lawyers, managers, and agents (p. 167). 

Other professionals discussed in this list were accountants who worked primarily with artists, 

publicists, and business managers (pp. 179 – 181).  

100 Careers in the Music Business. Whereas Des Pres and Landsman discussed 

performing careers, Crouch‟s 100 Careers in the Music Business (2001) was “meant…for those 

who want to pursue a career in the business side of the music industry” (p. vii). Crouch 

organized his book into 15 chapters that represented career categories for musicians. Each 

chapter was further divided into the various careers in each field. Crouch interviewed musicians 

from each career field and included excerpts from interview transcripts to provide “prerequisites, 

a day in the life, [and] job overview” (pp. 12-13) information for each career. Crouch also 

included success stories of the interviewed musicians, and suggestions for career entry.  Career 

categories discussed by Crouch included:  

Composing and songwriting  

Music publishing  
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Record company 

Record distribution groups and retail 

Recording  

Management  

Professional 

Creative services and video 

Marketing and publicity 

Agent 

On tour 

Music for film, television, and advertising, and new media 

Media: Print, radio and television 

Events, organizations, societies, and unions 

Education 

(Crouch, 2001, p. v) 

 

For each field, Crouch defined job titles and the position of each career on the specific career 

ladder of the related industry. Specifically, the author defined which careers were entry-level and 

which were at the administrative or executive level. The author also specified how jobs differed 

in title and function based on the size of the company. Finally, Crouch defined the different types 

of jobs in each field. In the Music Publishing (p. 12) field, for example, Crouch identified careers 

in the executive office (p. 12), creative services (p. 18), licensing (p. 25), business affairs (p. 28) 

and international affairs (p. 31).  

 In jobs related to Record Distribution Groups and Retail (p. 96), Crouch stated that 

distribution companies were typically owned by the types of companies discussed in the previous 

chapter of the book and existed to market the records produced by those companies. Similarly, 

jobs in the Recording category (p. 101) were also defined as a smaller part of a record company 

(p. 35). Musicians in this category were responsible for running and maintaining recording 

equipment and general studio work. Professional careers (p. 143) described legal issues within 

the recording industry and focused on careers as an attorney (p. 143), certified public accountant 

(p. 145), and business manager (p. 145). Creative Services and Video (p. 147) careers were 

responsible for the graphic images on CD covers, promotion posters and related materials, 
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including music videos. On Tour jobs ranged from general manager (p. 168) and set and lighting 

designer (p. 170) to sound man (p. 173) and singer or background vocalist (p. 187). In Media: 

Print, Radio, and Television careers, the author defined jobs as a music critic (p. 210), disk 

jockey or on-air personality (p. 212) and music producer of a television program or station (p. 

218). Education careers described by Crouch were reserved for music business programs in 

colleges and universities and included dean, professor, instructor, and dean of music business (p. 

234). Crouch‟s text concluded with three appendices that listed Unions, Performing Rights 

Societies, Organizations (p. 237), Directories and Magazines (p. 249), and Four-year Schools 

Offering Degrees in Music Business Management (p. 253).  

Music Business Handbook and Career Guide. Baskerville‟s Music Business Handbook 

and Career Guide (2001) was first published in 1978. Baskerville divided this handbook into the 

following seven sections: 1) Music in the Marketplace (p. 1), 2) Songwriting, Publishing and 

Copyright (p. 21), 3) Business Affairs (p. 119), 4) The Recording Industry (p. 281), 5) Music in 

Broadcasting and Film (p. 381), 6) Career Planning and Development (p. 461), and 7) Canadian 

Music Industry and International Copyright law (p. 533). In part six, Baskerville introduced 

several music careers and provided a description of each. According to Baskerville, “The goal is 

to provide a comprehensive account of music career options and set forth precisely how aspirants 

may qualify for a career in music” (p. 463).  

 Baskerville began the sixth section of this handbook with an overview of the diversity of 

music careers, particularly when the field of music is viewed as one of many components that 

comprise the entertainment business (2001). The five categories of music careers discussed by 

Baskerville were 1) Creative Careers, 2) Producing and Directing Careers, 3) Performing 

Careers, 4) Teaching Careers, and 5) Music Related careers (pp. xx – xxi). The information 
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provided for each career included: “career description…qualifications and preparation, [and] 

employment opportunities” (pp. 465 - 466).  

 Ten careers related to composing and writing were included in Creative Careers (p. 465). 

These careers included 1) songwriter, 2) lyricist, 3) composer of show music, 4) composer of 

dramatic music, 5) composer of educational materials, 6) composer of children‟s music, 7) 

composer of classical music, 8) arranger or orchestrator, 9) music editor, and 10) music copyist 

(p. xx). Of music copyist, Baskerville specified “most copyists supplement their income in other 

branches of music” (p. 480) indicating that opportunities for full-time employment as a copyist 

were limited.  

The Producing and Directing Careers (p. 480) section defined careers as a music director 

or conductor, record producer, theatrical producer or director, and video or film producer (p. xx). 

Like copyists in the Creative Careers category (p. 479), Baskerville stated that career 

opportunities for record producers were significantly limited (p. 482). According to the author, 

most producing work was freelance and paid on a per-service basis rather than as a salaried 

career.  

 Performing Careers (p. 487) included singer and instrumentalist (p. xx). Baskerville 

discussed each performance career from the standpoint of studio musicians or performers and 

provided a number of cautions for professional performing musicians. The author stated, first, 

that most professional performers had additional jobs, usually unrelated to music; and, second, 

that an overabundance of performers existed in every field. For keyboardists, however, 

Baskerville cited a shortage of qualified and capable pianists who could perform music of 

Broadway musicals, or could be competent rehearsal accompanists. Baskerville cited an 

additional deficiency of qualified, “versatile percussionists” (p. 493).  
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 Concerning Teaching Careers, Baskerville stated: “No other sector of the music 

profession includes within its ranks so diverse a group of individuals” (p. 494). Careers described 

in this section included studio teacher, school music educator, college music instructor, and 

music therapist (p. 494). Baskerville indicated that the most successful studio teachers were 

typically performers who taught in addition to their performance opportunities. Concerning the 

school music educator (p. 495), the author cited the various educational settings in which music 

educators functioned, specifically in elementary music, as a band or choir director, and music 

education supervisor (p. 496). Baskerville stated that the occupational outlook for music 

therapists was very favorable and that skilled therapist had little trouble finding employment (p. 

500).    

 Baskerville categorized Music Related Careers into two groupings: careers for “trained 

musicians” (p. 500), and other careers for non-musicians in music businesses or organizations. 

Baskerville inventoried the titles of more than 50 careers that were, according to the author, 

“indirectly” (p. 501) related to music. The majority of the discussion in this section was reserved 

for those careers more closely associated to music. A sampling of the occupations in this 

category included music critic, sound engineers, artist and repertoire administrator, instrument 

design, copyright attorney, church music, ticket sales, and music merchant, among others (p. 

501).  

 A final chapter in Baskerville‟s text was devoted to general considerations for those 

interested in pursuing a career in music. This section included such information as “climbing the 

[career] ladder” (p. 526), the importance of a good résumé, successful interviewing, and other 

elements commonly discussed by career advisors. Baskerville also included two assessments to 

identify strengths and related traits. The first assessment, Discovering Yourself (p. 524) 
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contained questions related to professional values. The second measure, My Strengths, 

Weaknesses, and Talents was designed to help the reader identify their “strongest personal 

attributes [and] strongest talents” (p. 525). Most items in both assessments were general rather 

than directly related to music. The items related to music, were specific to music business 

(Baskerville, 2001). 

Opportunities in Music Careers. Like many other texts, Gerardi‟s Opportunities in Music 

Careers (2002) opened with an introduction to the music industry, and included descriptions of 

careers in the music industry.  Specifically, Gerardi‟s first chapter was devoted to general career 

advice including writing cover letters, getting a business card, making demos, and performing 

solo recitals. The remaining chapters defined and described various music careers.  

These careers included The Serious Performer, the Music Creator, careers in Music 

Publishing, the Popular Performer, and careers in the Recording Industry (Gerardi, 2002, pp. iii - 

v). Gerardi included a final category, Extending Career Choices that included teaching, band 

director, musicologist, music librarian, music critic, religious music, music therapy and military 

music (p. v). Gerardi‟s text concluded with a bibliography of books on Careers in Music (p. 167), 

Music Business and Copyright (p. 168), Composing, Musicianship, Film, and Conducting (p. 

167), Songwriting (p. 169), and Recording (p. 170).  

 In the chapter, The Serious Performer (p. 19), Gerardi discussed a career as an orchestral 

musician, and included solo careers, careers in opera, conducting, and performing in musicals. 

The author included various topics such as typical rehearsal schedules of major and regional 

orchestras, recommended training, scholarships and grants, and festivals hosted by major 

orchestras in which a young performer might be interested. Gerardi also included information 

about unions and professional organizations, where orchestral performers found jobs, and how 
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aspiring musicians supplemented their incomes while taking auditions. Gerardi recommended 

that beginning opera performers should sing in choruses and take minor roles in larger 

productions. Conductors were cautioned that, in addition to podium responsibilities, many 

conductors were asked to compose, arrange, and handle many administrative, managerial or 

public-relations duties.  

 A variety of career options for composers was provided in chapter three. These options 

included composing music for movies or television programs, working as a music supervisor for 

motion picture companies (p. 46), music editing, composing “background music” (p. 49) for 

elevators or waiting rooms, working as a copyist (p. 52), composing jingles for advertising 

companies, writing music and scripts for “musical theater” (p. 55), and composing popular 

music. For many of these careers, Gerardi indicated the need to move to larger cities wherein the 

more popular publishing companies, recording studios and orchestras were located.  Concerning 

the job availability for composers, Gerardi stated: “Writing serious music today is a difficult way 

to make a living. Few composers of serious contemporary music earn a living strictly as a 

composer” (p. 39). The author stated that many composers took additional jobs as arrangers, 

found grants to provide income, or worked in colleges as theory, composition, and orchestration 

instructors. 

 Three types of music publishers described by Gerardi included “standard music 

publishing, educational music publishing, and popular music publishing” (p. 67). The author 

used this chapter not only to describe other career options in music publishing, but also to 

describe the basic process of publishing a song. Specific descriptions of the professional manager 

(p. 68), transcriber (p. 70), copyright manager (p. 70), and tape copier (p. 70) were provided. 

Gerardi also discussed careers in arranging, typography, editing and proofreading in the category 
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of publishing careers. In chapter six, Gerardi described the Popular Performer and Club Dates (p. 

85). The author described a typical day of a night club or hotel performer, discussed typical 

earnings, and inventoried the music skills and personality traits required to be a successful 

performer. These skills included endurance, sight-reading, capacity for music memorization, 

playing more than one instrument, and the “ability to work well with other musicians…[putting] 

artistic ability aside” (p. 89). In addition to working in night clubs, Gerardi stated that steady 

employment was available in “resorts” (p. 96), “cruise ships” (p. 97), and “theme parks” (p 100).  

 According to Gerardi, “The record company is where all the action is” (p. 105). Whereas 

the author wrote that the “ultimate goal [of working in the recording industry] is becoming a 

recording artist” (p. 110), additional career options were provided that included both creative and 

business careers. Careers in The Recording Industry (p. 105) included the producer (p. 113), 

control room engineers (p. 116), studio singers (p. 120), and studio musicians (p. 123). An 

inventory of Professional Organizations related to the recording industry was also included (p. 

118).  

Chapter eight, Extending Career Choices, (p. 127) focused primarily on teaching careers 

and included teaching music in elementary school (p. 129), secondary school (p. 130), college 

[or] university (p. 131), or in private instruction (p. 137). Additional specification was provided 

for teaching careers as a band director (p. 139), musicologist (p. 141), music librarian (p. 142), 

music critic (p. 143), and in religious music (p. 145), music therapy (p. 150), and military music 

(p. 152). The description of a band director included those duties related to marching bands (p. 

139). A musicologist was described as one who researched possible music “copyright 

infringement” or plagiarism and worked as a liaison between record companies and legal counsel 

(p. 141).  
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The final chapter, More Music Business (p. 157) described seven additional music 

careers. These careers included 1) agents (p. 157), 2) personal managers (p. 158), 3) arts 

managers (p. 159), 4) arts administrators (p.160), 5) piano tuners and technicians (p. 160), 6) 

manufacturing and sales of instruments (p. 162), and 7) musical instrument repair technicians (p. 

163). A bibliography of supporting music career materials and publications concluded the book.  

Careers for Music Lovers and Other Tuneful Types. The opening sentence of Careers for 

Music Lovers and Other Tuneful Types stated: “Since Thomas Edison first put recorded music on 

a cylinder…young people around the world have dreamt of being part of the excitement of the 

music business where it is still possible to become a star practically overnight” (Johnson, 2004, 

p. ix). This statement was included in the introduction of Johnson‟s text to specify that the book 

was written for musicians aspiring to enter the recording industry. Specifically, the author stated 

that the purpose of the book was to discuss the many types of careers and popular performers 

that comprise the music industry. The recording industry careers identified by Johnson included 

artist and repertoire (A&R), art design, artist development, promotion, publicity, sales and 

marketing, independent promotion, retail, music publishing, radio, performers and artists, song 

writers, record producers, recording engineers, remixers, artist management, entertainment law, 

and music press (Johnson, 2004, p. vii - viii). 

The author began each chapter with an introduction describing the overall purpose or 

function of the specific career discussed in the chapter. The remaining section of each chapter 

included a written transcript of interviews with professionals in each field. Although some 

interviews varied, most included the following questions: “How did you break into the 

business?” (p.2); “What skills and/or education does one need to make it [in your field]?” (p. 7); 

“What do you like most about your job?” (p. 8); “What is the most challenging aspect of your 
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job?” (p. 8); “What advice would you give someone who wants to get into [your field]?” (p. 8), 

“Why does the record company need [your job]?” (p. 21); and “How did you get into [your 

specific job within the industry]?” (p.32). A review of the transcripts revealed two consistent 

patterns. First, most interviewees tended to devote more time and attention to their answers of 

Johnson‟s first question concerning entering a music career. Second, when asked about skills or 

education, answers varied, but typically included knowledge, skills, internships, and work-

related experience.  

Beyond Talent: Creating a Successful Career in Music. In the preface of Beyond Talent: 

Creating a Successful Career in Music, Beeching (2005) stated “This is a guide for serious 

performers looking to advance their careers. Although geared primarily towards classical artists, 

this guide contains information useful to all musicians interested in career advancement” (p. v). 

At the time Beyond Talent: Creating a Successful Career in Music was published, Beeching was 

a music career counselor and director of the New England Conservatory Career Services Center. 

Understanding Beeching‟s position in the conservatory, and understanding the nature of a 

conservatory to focus on the performer, further clarifies the author‟s focus.   

 Beeching‟s text was divided into two major sections. In the first several chapters, the 

author provided a series of tips and suggestions for entry and success in a music career. These 

tips included such topics as creating a résumé, sending a cover letter, making a demo tape, 

getting a professional head-shot, how to get “gigs” (p. 235), and many other recommendations 

for “free-lance” (p. 235) performers. The following 10 success principles were also provided:  

1. Know yourself 

2. Know about the music industry 

3. Schmooze (network)  

4. Research your options   

5. Cultivate your attitude: be positive, resilient, flexible and professional 

6. Assess your interpersonal skills. Clean-up your act  
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7. Think like an entrepreneur 

8. Have a gimmick, a hook 

9. Have both short term and long term goals 

10. Feed your soul  

(Beeching, 2005, p. 11 - 14)  

 

The second part of Beeching‟s book was devoted to the identification and description of 

music careers. Beeching first described two categories of music careers: “traditional and 

entrepreneurial” (p. 291). In the first category, Beeching discussed a career as a performer in a 

professional orchestra or other performance organization. “Entrepreneurial” (p. 291) careers 

were defined as those in which the musician created his or her own performance calendar and 

spent time marketing and promoting these performance efforts (2005).  

Following this discussion, Beeching provided a second categorization of music careers, 

which was reserved for those musicians who performed on a part-time basis and supplemented 

their income with non-performance endeavors. Careers in this category included Music Teaching 

and Arts Administration (p. 295). Whereas Music Teaching jobs inventoried a typical set of 

careers, Arts Administration listed a diverse selection from music technology to music 

journalism and instrument manufacturing (p. 295). In addition to these categories, Beeching 

stated that many performers held day jobs in industries unrelated to the arts. The author 

suggested such options as nanny, car salesman, editor, and locksmith, among others (p. 296).  

Beeching‟s discussion of Music Teaching careers was limited to teaching private music 

lessons; however, she also stated that teachers directed instrumental or vocal ensembles or taught 

music appreciation. Beeching provided suggestions for lessons instructors to determine a fair fee, 

provided resources for improving the effectiveness of their teaching, and gave information 

concerning how to decide whether to teach in a studio or from their homes. This discussion was 

followed by a listing of various professional organizations related to music education, including 
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The National Association of Music Educators (MENC), the National Association of Teachers of 

Singing (NATS), the American Choral Directors Association (ACDA), and others (Beeching, 

2005).   

 Next, Beeching presented information related to Arts Administration opportunities (p. 

306). As an introduction to this section, the author provided a list of arts administration skills that 

included “communication, computer skills, ability to handle multiple projects and deadlines, 

organizational skills, ability to work well in a team, and knowledge of the arts” (pp. 308 – 309). 

Professional organizations and unions that posted job openings were also included in this section. 

Finally, the author prescribed the use of local or state arts agencies or councils for job postings or 

other related information.   

In the final pages of Beyond Talent: Creating a Successful Career in Music, Beeching 

provided an inventory of music careers for performers, educators, administrators and other 

venues. This inventory provided a more extensive representation of music careers than 

Beeching‟s initial dichotomous selection of Music Teaching and Arts Administration. 

Specifically, Beeching provided 11 career categories and included specific job titles, salary 

ranges for each job and a section of additional information that varied in content and format. The 

11 categories included 1) Music Education, 2) Instrumental Performer, 3) Vocal Performance, 4) 

Conducting, 5) Television Radio and Movie Recording, 6) Composing, 7) Instrument Making 

and Repair, 8) Music Communication, 9) Music Librarianship, 10) Music Therapy, and 11) Arts 

Administration (pp. 310 – 313). 

Peer-Reviewed Articles 

Multiple studies have been conducted that have addressed specific aspects of one or more 

of the common music careers. For example Baker (1982), DePugh (1987), Doane (1983), 
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Madsen, Standley and Byo (1992), Taebel (1980), and Teachout (1997) identified the desirable 

traits of music educators. Krueger (2000), Russell (2008), and Madsen and Hancock (2003), 

studied retention and attrition among career music educators. Heston, Dedrick, Raschke and 

Whitehead (1996), and Scheib (2003) identified professional stresses of school music educators. 

Aurand and Blackburn (1973), and Hamann, Daugherty and Mills (1987) addressed issues 

related to professional burnout among music educators. An extensive amount of research for 

performing musicians has been devoted to performance anxiety (Abel & Larkin, 1990; Brotons, 

1994; Hamann, 1982; Hammon & Sobaje, 1983; LeBlanc, 1994, Van Kemenade, van Son, & van 

Heesch, 1995). Various studies have also been conducted in other professional fields of music; 

professional training for music librarians was the focus of a 2000 study by Marley. Studies in 

popular music and the music industry have been conducted by Frith (2001), Jones (1998), Negus 

(1992), and Toynbee (2000). These studies were excluded from further discussion in the review 

of literature due to their specificity to only one aspect of one career field in music. 

There is a dearth, however, of scholarly output addressing career awareness and 

preparation in a wider array of music careers. Resources in this section of the review of literature 

were selected for their attention to career preparation in a variety of music careers or career 

fields. Studies in music education that were included in this review of literature were written by 

Gillespie and Hamann (1999), and Schmidt, Zdzinski and Ballard (2006). Studies in the music 

industry were conducted by Rolston and Herrera (2000), and Zwann and Bogt (2009). Finally, 

studies concentrating on music performance were conducted by Jay and Smith (1975), Mills 

(2004, 2006), Bennett (2007), and Creech (2008). Finally, two editions of the Music Educator’s 

Journal (1977, 1982) have been devoted to careers in music. 
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Gillespie and Hamann. A reported shortage of string music educators was the impetus 

behind a 1999 study by Gillespie and Hamann on factors that influenced the career decisions of 

string teachers. Gillespie and Hamann suggested that family members, music teachers, and 

confidence in one‟s talent were typical influences in the career decision-making process of string 

educators.  The purpose of Gillespie and Hamann‟s study was to identify why string teachers 

entered the profession, and to ascertain additional recruitment methods to encourage students to 

become string teachers (1999). Questionnaires were sent to 17 colleges that employed a string 

music educator. Responses were received from 153 students from all 17 schools resulting in an 

estimated 85% response rate (p. 270). The most common justifications for selecting a major in 

string music education were “liked teaching as a profession (10.8%) [and] enjoyment and love of 

music (10.6%)" (p. 272). The school orchestra teacher was only reported as influential by 7.2% 

and only 3.7% reported the influences of a private teacher (p. 272). The most effective strategies 

for recruiting string music educators “centered around the attitude and activities of the teacher” 

(p. 274). Specific examples included the teacher‟s ability to “show their love for music and 

teaching, relate positively…, [and] talking with students about the rewards, values and positive 

aspects of school orchestra teaching” (p. 274).   

Schmidt, Zdzinski and Ballard. Schmidt, Zdzinski and Ballard (2006) surveyed 148 music 

education majors in three universities to identify the career goals of music education majors and 

the relationship of a number of variables to these goals. Responses concerning long-term career 

goals were recorded and grouped into the following fields: “Public school music teaching, 

graduate school, performance career, college music teaching and other (private music instruction, 

professional conducting), and uncertain” (p. 141). Whereas public school music teaching was 

reported as a long term goal by 61.5% of freshmen students, only 38.2% of graduating seniors 
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reported teaching as their long-term career goal (p. 141). Schmidt, Zdzinski and Ballard (2006) 

discussed this concern in light of the reported current shortage of public school music teachers, 

and suggested that future research should identify reasons for music education career choices.  

Rolston and Herrera. Rolston and Herrera (2000) conducted a study of career entry into 

the music industry and focused on the importance of internships. The authors reported that 

music-industry career hopefuls were typically unaware of most of the job specifics that were 

unrelated to performance. Internships were therefore suggested as an imperative step in the 

career-training process to expose students to these job functions.  

 Rolston and Herrera (2000) mailed 800 questionnaires to music-industry professionals 

whose names were randomly selected from the Recording Industry Sourcebook. This book 

contained over 7,000 names of persons employed in the music industry. One-hundred and sixty-

three questionnaires were returned yielding a 20% response rate.    

 Contrary to the researchers‟ expectations, respondents rated internships as a lower 

priority for career entry than a number of personal characteristics. Respondents emphasized the 

importance of “persistence, schmoozing, drive, ambition [and] desire” (2000, ¶ 11). Only 33% of 

the respondents indicated that they held internships before career entry. Rolston and Herrera 

clarified that a majority of the respondents had more than 20 years of experience in the music 

industry and therefore entered the profession under different circumstances.  

 Internships were included as one of six effective strategies for entering the music 

industry. Other effective techniques included “working in a temporary personnel office, mailing 

unsolicited resumes, personally cold-calling on businesses, networking from full-time industry 

positions and responding to classified ads” (¶ 15). Although internships were reportedly 

effective, the researchers stated that many in the music industry believed that the internship 
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process was possibly abused to obtain “free labor… in lieu of paid positions” (¶ 27).  Finally, 

Rolston and Herrera cautioned music industry educators that whereas students should be 

encouraged to participate in internships, academic coursework should be the primary concern of 

students (2000).  

Zwaan and Bogt.  Zwaan and Bogt (2009) reported that whereas much research has been 

conducted on various aspects of the music industry, little has been done concerning the 

performers of popular music. In their 2009 study of career entry as popular performers, these 

researchers suggested that many musicians referred to entry into the music industry as “breaking- 

in” (p. 89) and that this term referred to a random, rather than systematic or purposeful approach 

to career entry. Therefore, the purpose of their study was to determine the processes by which 

performers of popular music were able to enter the music industry. Zwaan and Bogt conducted 

interviews with 10 Artist and Repertoire (A&R) personnel in large record companies who were 

responsible for finding new recording artists and song material for current and future performing 

artists.  

 Research participants defined success as the ability to financially support one‟s 

performance endeavors without additional jobs or income, and through “recognition by other 

performers of popular music (p. 92). Data further revealed that success was typically determined 

by a musician‟s talent, physical appearance, and stage presence. Other traits included “hard 

work, perseverance, and resilience” (p. 94). Although all respondents indicated the importance of 

“good looks” (p. 93), “charisma” (p. 93) was reported as a more significant characteristic of 

successful popular musicians. Concerning a more predictable process of career entry, Zwaan and  
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Bogt suggested the importance of “getting noticed by the A&R manager, [that] the music is the 

most important selection criterion, [and the importance of] the potential to be appreciated by a 

large audience” (p. 96).  

Jay and Smith. Jay and Smith (1975) conducted a study to identify the effectiveness of 

conservatory curricula in preparing professional performers. The authors stated that, as an 

additional component of this study, “it was necessary to identify what careers in music existed 

and how far each conservatory should go in trying to train students for these careers” (p. 11). 

Student musicians from three conservatories completed questionnaires (n = 67) and participated 

in follow-up group discussion meetings. Questionnaires were also completed by 43 professional 

musicians in a variety of positions.  

 Questionnaire results from the professional musicians indicated that only 8% had full-

time music jobs. The remaining 92% worked in other professions and performed on evenings 

and weekends (p. 13). Further, all professionals worked in more than one job, either within the 

music industry, or in fields unrelated to music.  

 Responses from conservatory students indicated that sufficient practice time was a major 

concern among these students. When asked about the importance of humanities or general 

academic courses, conservatory students suggested that these courses should be reserved for 

traditional universities and did not belong in the conservatory. Also, students indicated that these 

types of classes would detract from practice time (Jay & Smith, 1975). Although a majority of 

the students expressed satisfaction with course offerings, some expressed a desire for more 

courses related to performance. However, when professional musicians were asked about the  
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relevance of their coursework to real-life experience, these musicians indicated that they would 

have benefited from a wider array of music courses and that their course of study was “too 

narrow” (p. 25).  

 Additional information in Jay and Smith‟s study was gathered from a 1974 symposium 

focusing on conservatory curriculum. According to presenter Donald Harris, the conservatory 

curriculum “did not correspond to what was needed” (p. 34) for successful tenure as a performer. 

Likewise, student-participants in the symposium indicated that they felt many courses existed 

simply to meet accreditation standards and held little relevance to careers as performers. Finally, 

participants in a career session discussed the topic of alternative music careers. Jay and Smith 

reported that participants were hesitant to incorporate these careers or related courses into the 

conservatory curriculum (1975). 

Mills. Mills (2004, 2006) conducted a series of studies related to music careers in the 

United Kingdom (UK). In a 2004 study, the author analyzed the career paths of 37 conservatory 

graduates who returned to the conservatory to become “performer-teachers” (p. 245). Through 

interviews with these alumni, Mills was able to identify consistent career patterns of these 

musicians. First, performer-teachers were more extensively involved in performance endeavors, 

and performed a more diversified repertoire than other musicians. Second, research participants 

taught fewer students in their early careers than other musicians. Mills reported that the 

performance endeavors and professional status of these musicians were crucial factors in the 

ability of these musicians to become conservatory faculty members (2004).     

 In 2006, Mills conducted interviews with 908 conservatory piano majors who graduated 

between 1936 and 2002. The purpose of this study was to identify career trends from the most 

recent five years, the five years immediately after conservatory graduation, and any additional 
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years between the identified five-year periods. Mills reported that 82% of conservatory alumni 

were involved in music jobs including “performing, teaching music, composing, examining 

music, music study, music research, music administration and other music [fields]” (p. 255). 

Although a slight increase was found in performance opportunities for pianists than in prior 

decades, data revealed that fewer performance opportunities were available for pianists in the 

most recent five years. Further, Mills reported that some musicians were working in non-music 

jobs with more financial security. In some cases, pianists made this decision so that they could be 

more selective in the types of performance opportunities they accepted (Mills, 2006).  

Bennett. Bennett (2007) cited a shortage of research concerning musicians‟ “real world 

experiences” (p. 180) and conducted a study to identify these experiences, and the level of 

music-career preparation as perceived by professional musicians. Questionnaires were sent to 

207 part-time and full-time performers, instructors, directors and composers in Australia and 

Europe to identify career realities of these musicians. Results centered on three fields, including 

“work patterns, time allocations, [and] formal education and training” (p. 183). Data related to 

work patterns revealed that musicians were most typically employed in two or more positions, 

and one-third of the respondents worked at least one job unrelated to music. Concerning time 

allocation (p. 183), 51.6% of the respondents were teachers, 41.9% were performers and 6.5% 

were administrators. Further, approximately 81% taught music in at least a part-time capacity 

and a majority of the participants spent more time teaching than in performance endeavors. 

Finally, most musicians performed in a variety of musical genres and were labeled as musically 

“multi-lingual” (p. 184) indicating a diversified performance repertoire.  

 Pertaining to education and training, respondents were asked to propose changes they 

would suggest to their university training based on career experiences. The three most commonly 
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provided suggestions were to include career education (19.9%), instrumental pedagogy (17.6%), 

and business skills (15.3%). Respondents consistently suggested courses in career preparation 

and the inclusion of business and industry courses in the performance degree. Bennett suggested 

that the addition of such courses would necessitate a revised mindset among performers that 

these knowledge bases were as important to instrumental or vocal performance ability in a 

thorough performance curriculum.  

Creech et al.. Creech et al. (2008) conducted interviews with 15 professional musicians 

and 12 undergraduate performance majors to investigate the transition from life as a university 

music student to the role of professional performer. Two themes identified by the team of 

researchers were “challenges associated with forging a career in music performance [and] 

mitigating factors that underpinned successful transition experiences” (p. 219). The challenges 

most commonly cited by professional musicians were lack of sufficient practice time, doubt in 

one‟s ability, and finances. Professional musicians were less concerned with professional 

competition than undergraduates who had not yet established their professional identities.  

 Factors influencing musicians‟ success included personality, and musical and 

organizational skill among classical musicians (p. 323). Popular performers, however, 

emphasized the importance of “performance opportunities” (p.323). Personal characteristics 

mentioned by classical musicians included “self confidence, perseverance, enjoyment of music, 

communication skills, and high musical standards…interpersonal skills…engaging audiences 

and putting across musical ideas” (p. 324). An array of musical and organizational skills was also 

reported by classical musicians. Creech et al. (2008) synthesized these skills into 12 categories or 

“themes.” These themes included 1) versatility, 2) improvisation, 3) composition / 

experimentation, 4) ability to memorize, 5) knowledge of repertoire, 6) individual practice, 7) 
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rehearsal with others, 8) mental rehearsal, 9) stamina, 10) pre-concert routines, 11) self-

promotion, and 12) organization (p.325). 

Music Educator’s Journal. In 1977, the career education movement was at its peak and 

music educators were eager to ensure that the methods and practices of career education were 

implemented in music classes with the same emphasis as in other academic areas. Therefore, the 

National Association for Music Education (MENC) devoted the March, 1977 issue of the Music 

Educator’s Journal (MEJ) to careers in music in order to fulfill this need, and to attract aspiring 

musicians into one of the many careers included in the issue. In its justification for the need for 

an edition devoted to music careers, Schmidt cited a Music Power survey indicating “Ninety-two 

percent of music educators believe young people are inadequately informed about careers in 

music” (Schmidt, 1977, p. 41). The authors further cited that a number of music careers such as 

music therapy (Baskerville, 1977, p. 49), electronic music (p. 52) and music business (p. 54) 

were in their developing phases and research was needed in these new fields. Five years after the 

1977 edition of MEJ, MENC revised a number of these articles for a second edition devoted to 

music careers. As a large portion of the 1982 edition was excerpted from the 1977 journal, the 

two editions are discussed simultaneously.  

In the introductory articles of the 1982 edition, Schmidt stated that the field of music was 

slower to respond than other areas of study to innovations and practices of the career education 

movement.  

Problems persist in understanding the role of career education. Many music educators 

continue to view the movement as a peripheral task in career training and counseling for 

the musically talented…Such assistance is viewed by the music teacher as supplemental 

and useful…but not as a basic instructional responsibility. (Schmidt, 1982, p. 30)  

 

In support of Schmidt‟s statement, Teal proposed the following question: “If career education is 

not the responsibility of the music educators, then whose responsibility is it?” (1982, p. 37). The 
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1982 edition was printed to reinforce to music educators that it was indeed their responsibility, 

and to provide additional, updated resources for their use.  

Furthermore, technological advances in music, innovations in performance venues, and 

changing views of career paths in the music industry that had previously been labeled as 

“alternative” (Rumery, 1982, p. 35) were increasingly accepted among musicians, and 

necessitated a revision of the career options listed in 1977. The prior view among musicians was 

that students whose performance skills were less developed than their colleagues would have 

been advised to pursue music as a hobby and enter an unrelated industry. However, the 

expansion of “music-related [and] industry” (p. 35) careers created multiple opportunities for 

musicians who would have previously been unable to pursue music as a vocation. According to 

Rumery (1982), these jobs were in existence for many years but were recently accepted as viable 

music career options. Rather than advising the weaker performers to pursue these options, 

advisors recognized that each of these career paths required specific skills and aptitudes in 

addition to or in place of performance ability.  

Similar to the 1977 journal, the 1982 edition was divided into two sections. The first half 

was devoted to articles expressing the importance of career education and the necessity for music 

teachers to adopt a proper mindset towards career education and to implement related activities 

in their classrooms. The 1982 edition provided additional tools and resources for music educators 

to implement career education strategies in their music programs. The first resource provided 

was a “checklist of strategies” (p. 31) for music educators. This checklist included “music career 

activities” (p. 31) and was divided into four categories for “classroom teachers, general music 

classes, K-12 [music classes, and] elective music classes” (p. 31). A sampling of activities 

included “…develop a music career bulletin board, organize field trips to community music 
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resources, establish a classroom music store, and arrange career presentations by upper-level 

students for lower-level students” (Schmidt, 1982, p. 31). 

A second addition to the 1982 publication was a brochure entitled Careers in Music (pp. 

55 - 58) that summarized information from the career listings and descriptions in the second part 

of the journal. The brochure included descriptions of the major career categories and a table of 

supplementary information including a more extensive inventory of music career options than 

the accompanying articles. The five careers discussed in the brochure that were not included in 

the articles were arranger, orchestrator, copyist, tuner and technician (p. 56). A column entitled 

“opportunity for employment” (p. 56) provided further specification concerning the types of 

institutions or businesses that employed musicians, and indicated that employment opportunities 

for some musicians were “very limited” (p. 56). The brochure also revealed “approximate 

earnings …personal qualifications …knowledge and skills required …recommended precollege 

training...[and] minimum college training required” (pp. 56 - 57).  

 The second half of the journal identified and described multiple music career fields and 

provided additional information about each career through articles written by practicing 

professionals in each field. The journal included four options listed as Teaching Careers (p. 39), 

seven options for Composition and Performance (p. 44), five Editorial and Broadcasting Careers 

(p. 51), six options in the Music Industry (p. 59), four in Administration and Management (p. 

65), and five listed as Other Directions for Music Careers (p. 70). Of this inventory in the 1982 

edition, 19 job descriptions were replicated from the 1977 edition, and 13 were new entries, for a 

total of 32 careers.   

Although similar in content and format, the following modifications were made to the 

1982 publication. First, whereas the 1977 edition listed 43 career options, only 32 were presented 
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in 1982. Although many music jobs were omitted from the 1982 list, four new careers were 

listed, in addition to other recategorizations and reclassifications. In 1977, Performance careers 

(p. 74) were listed in a separate category than a career as a Composer (p. 93). In 1982, however, 

these two were combined. Further, arranger was listed with Composer in 1977, but was 

eliminated from the 1982 inventory (1977, p. 93). A second revision concerned publishing and 

broadcasting careers. The authors of the 1977 edition listed a Publishing and Journalism (p. 111) 

category that described five careers. A separate category for Broadcast, Recording or Film (p. 

62) included seven careers. The authors of the 1982 edition combined these two categories into 

Editorial and Broadcast (p. 51) careers with a total listing of five entries. Many of the recording 

jobs such as recording engineer (1977, p. 68) that were listed as Broadcast, Recording or Film in 

1977 (p. 62) were moved to the new category, Music Industry (1982, p. 59), that did not exist in 

the 1977 edition. Other careers listed in 1977 that were omitted from the 1982 list included: TV 

music director (p. 62), TV music producer (p. 63), record producer (p. 65), A&R director (p. 67), 

disc jockey (p. 69), actor-singer (p. 74), studio musician (p. 80), classical music vocalist (p. 84), 

free-lance music writer (p. 115), instrument craftsman (p. 120), music autographing and 

engraving (p. 145), music theater director (p. 147), and musicologist (p. 148).  

Four new careers in the 1982 list were video music (p. 64), performing arts 

administration (p. 67), community development specialist (p. 69), and synthesist (p. 73). Wry 

(1982) wrote that, whereas administrators had existed in symphony and opera houses for many 

years, it wasn‟t until recently that these types of careers were considered as viable options. 

Regarding community development specialist (p. 69), the author stated that this was not 

considered a music job, but leaders in the field increasingly sought input from musicians and 

sought to hire musically trained persons for jobs in community development. Although MENC 
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included museum music instructor as a career option, the author of the specific article stated that 

she held the only position of the type in the nation (Dennison, 1982, p. 43).  

 Other minimal changes pertaining to labels and categories were noted. Whereas the 1977 

edition listed separate categories for composing careers that included classical composer (p. 92), 

pop/rock/country composer (p. 95), and jingle composer (p. 105), the 1982 edition combined 

these genres into one field with mention of the separate areas of specialization. Finally, the 

category Church Musician in 1977 (p. 88) was relabeled Religious Musician in 1982 (p. 50).   

Conclusion. Studies in music education were written by Gillespie and Hamann (1999), 

and Schmidt, Zdzinski and Ballard (2006). Music industry careers were studied by Rolston and 

Herrera (2000), and Zwann and Bogt (2009). Finally, music performance careers were 

researched by Jay and Smith (1975), Mills (2004, 2006), Bennett (2007), and Creech (2008). 

 Both Jay and Smith (1975) and Bennett (2007) indicated that performing musicians held 

more than one job and that it was common for musicians to hold jobs outside of the field of 

music. An additional finding from Jay and Smith‟s study concerned a potentially narrow view of 

conservatory students, especially when these findings are compared to findings of other articles. 

Conservatory students in Jay and Smith‟s study stated that they did not see the need for career 

education or pedagogy courses, did not value the importance of musical diversity, and expressed 

a frustration of limited practice time. Professional musicians in Bennett‟s study (2007), however, 

indicated that musical diversity was an important factor for success as a performing musician. 

According to Bennett, musicians needed to be “musically multi-lingual” (2007, p. 184) rather 

than focus on one genre or performance style. The importance of musical versatility was also 

expressed by participants in Creech‟s study (2008). In addition, participants in Bennett‟s study 

(2007) and in Mill‟s study (2004) suggested that a majority of performing musicians spent a 
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great deal of time teaching either in private studios or in schools, colleges or conservatories. As 

such, these musicians recommended the addition of pedagogy courses to the conservatory 

curriculum. This frustration of limited performance time in Jay and Smith‟s study was also 

voiced by professional musicians in Creech‟s 2008 study of musicians in the United Kingdom.  

Finally, results in Mill‟s study (2004) were contrary to the common idea among 

musicians that weaker performers become teachers (Bergee, 1992; Gebuhr, 1988). According to 

Mills, musicians who were more likely to obtain conservatory faculty positions were those who 

were able to maintain successful performing careers.  

Online Resources 

The National Association for Music Education. The National Association for Music 

Education (MENC) has produced multiple publications related to music careers. The resources 

already discussed in this review of literature included Careers in Music (Bjorneberg, 1990) and 

Exploring Careers in Music (Bohonos & Tvardek, 2000), and both editions of Music Educator’s 

Journal (1977, 1982). 

In addition to these resources, MENC provides music career information through an 

online Career Center located on the organization‟s website (www.menc.org/careers/).  

This website included an online Glossary of Careers in music 

(www.menc.org/careers/view/career-center-career-glossary), an article from Teaching Music 

(1998) entitled What it Takes to be a Music Major (www.menc.org/careers/view/what-it-takes-

to-be-a-music-major), and a printable Careers in Music brochure 

(www.menc.org/documents/CIM2.pdf, 2001). The website further provided links to the online 

music career center of Berklee College of Music (www.berklee.edu/careers/default.html), the 

online OOH (www.bls.gov/OCO), and published materials including Exploring Careers in 
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Music (Bohonos & Tvardek, 2000), Opportunities in Music Careers (Gerardi, 2002), and  Great 

Jobs for Music Majors (Goldberg, 2004).  

The Glossary of Careers listed 96 music careers in 12 categories. These categories were 

1) Music Education (ten careers), 2) Performance (eight careers), 3) Music Business (ten 

careers), 4) Healthcare (three careers), 5) Worship (five careers), 6) Music Production (five 

careers), 7) Music Technology (four careers), 8) Music Publishing (seven careers), 9) Musical 

Theatre (six careers), 10) Instrument Making and Repair/Restoration (two careers), 11) 

Movies/TV/Radio (four careers), and 12) Administration (five careers). An additional category 

titled Just for the Love of Music and the Arts listed five alternative careers 

(www.menc.org/careers/view/career-center-career-glossary, 2008). The printable brochure listed 

these and other career categories and provided additional career descriptions. Whereas the 

Glossary of Careers grouped performers into one Performance category, the brochure divided 

these into Instrumental Performance and Vocal Performance. The brochure also added 

Conducting, Composing, Music Communications, and Performing Arts Medicine. Librarian was 

listed in Music Education in the Glossary of Careers but given its own category, Librarianship, 

on the brochure. Finally, the brochure described approximate salaries for each career, and listed 

personal qualifications, knowledge and skills, recommended precollege training, and 

recommended college education and other training for each career 

(www.menc.org/documents/CIM2.pdf, 2001). “Ability to work with people” was the first 

personal qualification listed for most careers. The first precollege training item listed for most 

music careers was “ability to read music”. And the most consistently cited knowledge and skills 

component was “business savvy” (www.menc.org/documents/CIM2.pdf, 2001).    

Conclusion 
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This section of the review of literature addressed the nature in which career advising 

resources written by musicians portrayed music careers. Books discussed in this section included 

Your Career in Music (Johnson, 1946), A Career in Music (Elkin, 1960), Careers and 

Opportunities in Music (Rich, 1964), Career Opportunities in Music (AMC, 1966), The Music 

Business: Career Opportunities and Self Defense (Weissmann, 1970), Your Own Way in Music 

(Uscher, 1990), Great Jobs for Music Majors (Goldberg, 1998), Exploring Careers in Music 

(Bohonos & Tvardek, 2000), Creative Careers in Music (Des Pres and Landsman, 2000), 100 

Careers in the Music Business (Crouch, 2001), Music Business Handbook and Career Guide 

(Baskerville, 2001), Opportunities in Music Careers (Gerardi, 2002), Careers for Music Lovers 

and Other Tuneful Types (Johnson, 2004), and Beyond Talent: Creating a Successful Career in 

Music (Beeching, 2005). Articles from peer-reviewed music journals were also included. Music 

education careers were examined by Gillespie and Hamann (1999), and Schmidt, Zdzinski, and 

Ballard (2006). Careers in the music industry were studied by Rolston and Herrera (2000), and 

Zwann and Bogt (2009). Performance careers were studied by Jay and Smith (1975), Mills 

(2004, 2006), Bennett (2007), and Creech (2008). Two editions of Music Educator’s Journal 

devoted to music careers were also included in the discussion (National Association for Music 

Education, 1977, 1982). Finally, this section of the review of literature discussed the online 

Career Center of the National Association for Music Education (MENC) 

(www.menc.org/careers, 2008).  

With one exception, all of the reviewed materials indicated that musicians often found it 

difficult to make a living with only one job. In addition, the authors indicated that career entry 

was equally difficult, but was possible with enough talent and determination. Only Johnson 

indicated that musicians found it easy to “become a star practically overnight” (2004, p. ix). Also 
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noted was the tendency of certain publications to focus primarily on only one aspect of music 

careers; Weissman (1970), Rolston and Herrera (2000), Crouch (2001), Baskerville (2001), 

Gerardi (2002), Zwaan and Bogt (2009) indicated that their books or articles were specifically 

written for persons pursuing a career in music business. Jay and Smith (1975), Des Pres and 

Landsman (2000), Johnson (2004), Mills (2004, 2006), Beeching (2005), and Bennett (2007) 

stated that their materials were for performers, or in the case of Des Pres and Landsman, for 

creative careers.  A second discrepancy was the tendency of some publications to include success 

stories of noted professionals rather than to describe traits or characteristics of music careers. 

Whereas Johnson (1946), the AMC (1966), Weissman (1970), the Music Educator’s Journal 

(1977, 1982), Bohonos and Tvardek (2000), Gerardi (2002), Beeching (2005) and MENC‟s 

online Career Center (2008) described job characteristics, Elkin (1960), Rich (1964), and Uscher 

(1990) wrote mainly about well-known musicians in various career fields. Goldberg (1998) and 

Crouch (2001) included both success stories and job characteristics.  

Next, the review of literature revealed variations concerning career categorizations and 

listings. Many careers such as education or performance-related occupations were commonly 

listed in similarly-titled categories. The inconsistency of groupings existed primarily in each 

author‟s depiction of music-related careers. Baskerville (2001) specified the difference between 

related occupations for trained musicians and related occupations for those who enjoy music but 

were not capable musicians. Careers that were most inconsistently categorized were church 

music and music critic. Whereas Goldberg (1998) labeled church music as a performing career, 

Gerardi (2002) listed church music as a related career. Music critics were listed in related fields 

by the AMC (1966), as an education career by Rich (1964) and Gerardi (2002), in Mass 
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Communications by Bohonos and Tvardek (2000, p. 85), and in its own category by Weissman 

(1970). Similar discrepancies were common of music librarian and music therapy careers.  

Finally, the impact of technology in the later part of the 20
th

 century and the early 21
st
 

century was evident in the documented transition of certain careers. This was especially evident 

when two or more editions of a publication were available for review. Careers as a copyist, 

music autographer or engraver, for example, became more infrequent in later publications as the 

popularization of music software minimized the need for this occupation. Inversely, the addition 

of video music of the 1982 edition of Music Educator’s Journal, and the changing job 

descriptions of video editors by Bohonos and Tvardek (2000) revealed that technology was 

creating new opportunities for musicians.  

Dissertations in Music Career Research 

The topic of career preparation is of significance to university faculty, staff, and other 

personnel that maintain the responsibility of training future music professionals. As a result, 

multiple theses and doctoral dissertations have focused on various aspects of music career 

preparation, satisfaction, and factors leading to careers in music. Similar to characteristics of 

peer-reviewed articles concerning music careers, many of these dissertations have addressed 

specific aspects of only one music career. Councill (2006) identified the perception of 6
th

- 11
th

 

grade students of the personal characteristics of their music teachers and the impact of these 

traits on the students‟ interest in a career as a music teacher. Siebert (2007) and Russell (2007) 

researched the causes of mobility and attrition among music educators. Talbot (1993) identified 

the factors that led to success as a performer of classical music. Hopeton (1999) identified the 

reasons that conservatory students persisted in their degrees and career pursuits. Harris (1991) 

identified professional identification and career satisfaction of university music faculty. These 
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studies have been excluded from further discussion in the review of literature due to their 

specificity to only one aspect of one career field in music. The dissertations and theses reviewed 

for the current study were written by Murray (1960), Jones (1964), Myrick (1975), L‟Roy 

(1983), Ploumis-Devick (1983), Holloway (1984), Hill (1985), Bernstein (1986), Casey (1986), 

Poklemba (1995), Chen (1997), Scalfari (1999), Miltenberger (2007) and Tolley (2008).  

Murray. One of the earliest identified dissertations on the topic of music careers was a 

1960 study by Murray on the effectiveness of college music courses in preparing musicians for 

their careers. The author stated that the study focused specifically on jobs in the music industry 

and omitted jobs in performance and education. According to the author, there was a shortage of 

research and writing concerning jobs in the music industry and the purpose of the study was to 

fulfill that need. 

In Murray‟s review of literature, the author identified limitations of current practices of 

music career advising (1960). First, Murray stated that resources published by the U.S. 

Department of Labor provided specific information about music jobs, but the resources did not 

identify “personality requirements, desirable skills, college training and general prerequisites to 

employment in the music industry” (p. 2). Concerning professional trade journals, Murray 

indicated that these were usually inaccessible to career advisors and best suited for people 

already in the related field. Further, Murray stated that textbooks focused more on careers in 

teaching and performance than industry careers, and were therefore of little use to a person 

seeking information about careers in the music industry. Therefore, Murray conducted interviews 

and questionnaires among professional musicians in various music industry jobs to answer the 

following research questions: 

1. The amount of counseling and advising done in regard to employment opportunities 

in the music industry 
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2. The skills, salaries, and general prerequisites desired of the music industry 

3. The employment opportunities offered by the music industry 

4. What prerequisite courses could be completed and what skills could be acquired 

during the undergraduate years? 

(Murray, 1960, p. 4) 

Murray sent pilot questionnaires to professional musicians to generate a list of music 

careers and to identify the extent to which career counseling was involved in these fields. To 

extend further the list of career opportunities used in the study, Murray reviewed multiple 

professional journals, the DOT, books, and pamphlets published by NASM.  

Questionnaires were then sent to 150 professionals who had attended a recent Oregon 

Music Educator‟s Conference. The questionnaire asked respondents to indicate the extent to 

which they received career counseling in a number of music industry jobs, and to list other 

possible music industry careers. The specific fields of the music industry included on the 

questionnaire were music publishing, manufacturing instruments, music retail, recording industry 

and other fields (p. 5). More than 100 of the 150 subjects indicated that they had not received 

career counseling in any of the areas included on the questionnaire. Respondents added a total of 

nine additional music careers that included music therapy, music librarian, church music and 

producer, among others (p. 8). 

A second set of questionnaires was sent to 150 professionals in various music fields, and 

to 200 deans of university music departments. Deans were asked to specify the extent to which 

career counseling was available for students interested in the music industry. Music industry 

professionals were asked to provide requisite skills and training, employment opportunities, and 

approximate salary expectations. Results from the third questionnaire provided a list of possible 

career options, and results from the fourth questionnaire provided multiple characteristics and 

educational prerequisites reported by music industry professionals. The most consistently 
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reported traits, according to Murray were “knowledge of the field” (p. 85), “[related] experience” 

(p. 86), “some type of college course that permitted the music student to grasp the fundamentals 

[of the job]” (p. 86), and “broad cultural background and a general knowledge of music and how 

it affects humans” (p. 86).  

Jones. Jones (1964) conducted a study to identify the reasons that students chose music 

as a potential career field. First, Jones administered the Gaston Test of Musicality (1957) to 

students ranging from elementary through graduate school, to identify students with musical 

ability. Students who were characterized as musical were then placed into one of two sub-

groups: students with musical ability who intended to pursue music as a career, and students with 

musical ability who intended to pursue a career field other than music. A resulting sample of 291 

sixth graders, ninth graders, twelfth graders, college seniors and graduate students were selected 

for participation in the study. Of this sample, 150 intended to pursue non-music career fields, and 

141 intended to pursue music as a career.  

 Data were collected through questionnaires and interviews to identify the influence of 

eight factors on the decision to pursue music as a career: 1) parental influence, 2) teacher 

influence, 3) ego satisfaction, 4) confidence in talent, 5) interest, 6) status, 7) past experience, 

and 8) economic considerations (p. 6). Students who identified music as a career goal reported 

strong influences from parents and teachers. Teacher influence was not significantly different, 

however, for college seniors and graduate students when compared to students pursuing other 

career goals. Ego satisfaction was more influential for older students in both subgroups. 

Concerning the fourth factor, Jones reported that “...a major reason for students in the non-music 

oriented groups not going into music as a career was basically a lack of confidence in talent” (p. 

96). Jones therefore concluded that this was a major factor in the decision to pursue a music 
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career. Interest and past experience in music scored high for both sub-groups indicating that 

many students with musical ability and experience may oftentimes seek non-musical careers. 

Status and economic considerations scored low, however, suggesting that these factors may not 

be commonly considered in the career decision making process. Overall, interest and experience 

rated consistently highest among all grade levels, and economic considerations rated lowest for 

students who intended to pursue a music career (1964).  

  Myrick. Myrick‟s 1975 study identified music career opportunities in the state of Oregon. 

In Myrick‟s review of related literature, the author compiled an inventory of music careers from 

materials published by professional organizations, career counseling services, federal 

organizations, published books, and dissertations. A majority of the careers were taken from the 

DOT.  

  Myrick also reviewed a number of published books that predated the author‟s study by 40 

years or more. The earliest book reviewed by Myrick was Greenleaf‟s Guidance for Careers, 

Music (1931). The author justified this decision by indicating that it was necessary to track trends 

in the development of the music industry, especially when determining the future of certain 

careers.  

 To conduct the study, Myrick chose a mixed-method format that included questionnaires 

and interviews. First, the author divided music careers into three populations: 1) teachers and 

performers, 2) sales, and 3) radio and television (1975, p. 61). The final category was then 

further separated into managers and employees (p. 61). The researcher then created a series of 

four questionnaires customized for the categories. Myrick received 189 of 371 completed 

questionnaires from musicians and teachers (51%), and 49 of 191 from music store owners 

(16%) (p. 60). For the final category, Myrick sent a total of 124 research packets to radio and 
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television stations (p. 60). Each packet included one questionnaire for a manager, and four copies 

to be completed by employees. Sixty were returned from managers (48%) and 100 from 

employees (75%) (p. 60).  

Items from the questionnaires were then synthesized into an interview schedule. In 

addition to the questionnaires, Myrick conducted interviews with musicians in the more 

specialized music fields. According to Myrick, “In reviewing the possible sources for a sample, 

it became clear that questionnaires would not reach some people in unique music-related fields. 

They would require special considerations” (1975, p. 31).  

 Responses to the first seven questions on Myrick‟s questionnaires described salaries, job 

descriptions and related information concerning music careers. Responses for Item 7 identified 

personal characteristics required of the various music careers. Responses for Item 8 described 

skills and knowledge for these careers. Both Item 7 and 8 contained a list of traits, skills and 

knowledge, and asked respondents to check the items that pertained to the particular career. An 

additional space labeled “other” (p. 61) was available for respondents to add additional traits. For 

Item 7 respondents were able to select from the following traits: 

Interest in business, ability to work with people, leadership ability, ambition to improve, 

original ideas, mechanical talent (for building and repairing), musical talent, pleasing 

personality, showmanship, interest in music, interest in music materials (books, scores, 

records), other _______. (Myrick, 1975, p. 61) 

 

Overall, the most commonly cited personality traits among all three populations were ability to 

work with people (79%), interest in music (79%), and ambition to improve (64%) (p. 61). In a 

closer examination of the data, Myrick reported that musical talent was marked by 89% of 

musicians and teachers, by 47% of music store owners, and 26% from radio and television 

personnel (p. 62). The author stated two implications from these findings. First, both music 

performers and music teachers ranked music talent as the most-needed trait. According to the 
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author, this revealed an erroneous nature to the common notion that music education is a career 

field for the perceived less-talented musician. The second implication noted by Myrick was that 

approximately 10% of music teachers and performers did not view music talent as important. 

Either this trait was assumed, and therefore overlooked by respondents, or, as indicated by the 

author, talent was superseded by the necessity for other traits (Myrick, 1975).   

 Also on Item 7, ability to work with people was marked by 86% of music educators and 

performers. Interest in music was marked by 85% of music educators and performers, and 

ambition to improve was marked by 72% of music educators and performers (p. 62). According 

to Myrick, “This datum further implied the absolute importance of helping potential teachers to 

understand that this characteristic in the teacher is prerequisite to musical learning” (p. 75). 

Item 8 of Myrick‟s questionnaire asked respondents to comment on the skills and 

knowledge essential for the particular careers. As in Item 7, the author included a list of possible 

options. This list included “foreign languages, library techniques, manual skills, administrative 

ability, extensive musical knowledge, knowledge of performing skills, [and] special performing 

skills” (p. 63). 

 Whereas personality traits were consistently ranked by all populations, Myrick reported 

that skills and knowledge were “highly differentiated by population” (p. 64). Music teachers and 

performers ranked knowledge of performing skills highest (66%) (p. 64). Other highly-ranked 

skills and knowledge included extensive musical knowledge (61%) and special performing skills 

(60%) (p. 64). The highest ranked component for music store owners was administrative ability 

(53%). Among Radio and Television respondents, knowledge of performing received 48%, 

extensive music knowledge received 40%, and administrative skill received 28% (p. 64).   
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L’Roy. A study by L‟Roy (1983) identified the professional identity of music education 

majors. L‟Roy suggested that music educators often experienced a lack of professional 

association among colleagues. Specifically, band and orchestra directors tended to associate 

more with performers than other educators, and elementary music teachers were more likely to 

connect with classroom teachers than other musicians. Similarly, many musicians in music 

therapy, instrument repair, or music business, had often undergone undergraduate music 

education courses but were led to other career fields, and may also have experienced disconnect 

with other professional musicians. Therefore, L‟Roy‟s study identified sources of professional 

connectedness of music educators, their dedication to music education, and skills and knowledge 

that music educators identified as essential (L‟Roy, 1983).  

 L‟Roy sent questionnaires to 273 undergraduate music education majors. Following the 

completion of these questionnaires, the author conducted focused interviews with 28 musicians 

from the original sample group who volunteered for the interview session. Responses indicated 

that most music education majors (86%) considered other career options before deciding upon a 

music education major (p. 85). The careers that were considered most often were performance 

(56%), business (28%) and church music (28%). Respondents had also considered elementary 

teaching (16%), music therapy (14%), computer science (14%), secondary teaching (13%) and 

school administration (8%) (p. 85). When asked about the primary influences on the decision to 

major in music, respondents indicated that music experiences (33%) and the music teacher (21%) 

were most influential (p. 86). Parents (18%) and other musicians (11%) were also considered of 

strong influence on the decision to major in music education. In the follow-up interviews, one 

respondent indicated that his parents discouraged a music degree but that music education was a 

suitable option that offered more stability than performance. Students who had transferred to the 
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university indicated that they chose music education “until they could work their way into being 

a performance major” (p. 87).  

 Although participants in L‟Roy‟s study had chosen to major in music education, many 

either did not want to be identified as music teachers, or indicated performing as their most 

desirable professional activities (L‟Roy, 1983). String players indicated that they preferred to be 

identified as performers, and vocalists were more likely to select elementary music education 

than were band or orchestra members. Finally, when asked to express professional goals of 

music education, students were unable to verbalize responses. L‟Roy quoted one respondent who 

stated “I probably should have thought about things like that. I really don‟t know what to say” (p. 

105). 

 L‟Roy‟s asked respondents to categorize skills and knowledge as either “important and 

essential, important but not essential, [or] not essential” (p. 114). Skills that were consistently 

rated as essential were communicate with students (93%), use his/her imagination (86%), inspire 

others (86%), conduct (84%), perform with understanding (83%), and evaluate new ideas (80%) 

(p. 115). Knowledge components that were consistently rated as essential were understanding the 

role of a teacher (86%), knowledge of teaching techniques (85%), and functional knowledge of 

music theory (82%) (p. 116).   

 Finally, L‟Roy addressed the level of preparation music educators felt based on their 

university experience. Respondents suggested that they felt unprepared for careers as educators 

due to an over-emphasis on performance in the education program, and a lack of classroom 

opportunities prior to the student teaching semester. According to the author, “Those students 

who had had experiences working with children had a better idea of the job demands and showed 

more of a commitment to music education than those students without any experience ” (p. 127).  
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Ploumis-Devick. Ploumis-Devick (1983) conducted a study that identified patterns related 

to career development among music education students at Florida State University (FSU). This 

study identified potential differences in the career development patterns of male and female 

music education students, and between instrumentalists and vocalists (p. 3). Ploumis-Devick 

administered a questionnaire to all students enrolled in music education courses at FSU during 

the spring semester of 1982. An additional questionnaire was mailed to all students who were 

absent on the day the in-class questionnaire was administered. The author reported responses 

from 140 of the 201 music education majors at the time of the study (70%). Results from 

Ploumis-Devick‟s study revealed that most music education majors chose to pursue their career 

during their high school years, and that many “strongly considered” (p. 49) other careers before 

deciding upon a major in music education. According to the author, “A contributing factor to 

these findings may be the low percentage of participants who received career counseling during 

their pre-college years” (p. 49). All other results pertained to factors influencing the decision to 

pursue a career in music education, and primarily focused on gender differences.  

Holloway. Holloway (1984) identified a lack of research on career preparation of doctoral 

music students. Her study identified previous employment, occupational trends, and career goals 

of doctoral level students in performance, education, and a third category that comprised 

musicologists, composers, theorists and ethnomusicologists (p. ii). Holloway cited a need to 

identify the potential struggles and prior experiences of doctoral music students, and to ascertain 

the relationship between career preparation and actual experiences of these students.  

Questionnaires were mailed to a purposeful sample of 20 universities that had a larger 

number of doctoral music students (n = 842). Over 400 questionnaires were returned from 17 

universities yielding a 49% response rate. Findings included influences in the career decision 
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making process, employment status prior to enrollment in graduate study, and career goals of 

respondents. Concerning career influences, respondents indicated that a school music teacher 

(33.2%) and private music teachers (27.1%) were the most influential people in the decision to 

enter the music profession. Only 15.8% indicated that parents were influential and 5% reported 

the influence of a church musician (p. 76).    

Next, Holloway reported the prior employment status of doctoral music students. 

Whereas full-time employment in music had been obtained by 94% of music educators, only 

51% of performers and 45% of musicologists, composers, theorists and ethnomusicologists (p. 

82) held full-time music jobs before returning to graduate school. Primary sources of 

employment for educators included public schools, colleges, and churches. Musicians in the 

remaining categories had also held church music jobs, positions as private teachers, worked in 

studios, and worked as piano technicians.  

The final section of Holloway‟s questionnaire identified career goals of doctoral music 

students. When asked to indicate reasons for pursuing a doctorate degree, 39.7% indicated career 

advancement as a primary justification. Performance majors, however, were more likely to cite 

“unemployment” as the primary factor for pursuing a graduate degree (71%) (p. 93). Upon 

completion of the degree, approximately one-third of the respondents indicated that they would 

return to previous positions (33.7%), and one-third was uncertain (34%). An open-ended 

question invited respondents to indicate jobs they “hoped” (p. 95) to hold upon graduation. 

Responses included college professor, concert artist, music industry administrator, church 

musician, archivist, jazz musician, music librarian and missionary (p. 96). 

Hill. Hill (1985) used a mixed-method design to identify and describe career 

characteristics of professional musicians. The researcher first used questionnaires to gather 
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demographic information. Interviews were then conducted with 30 professional performing 

musicians to identify commonalities among successful performers. The author then aligned 

results from the interviews with data gathered through the demographic questionnaire to identify 

common characteristics of the research participants. Through this study, the author identified 

such commonalities as social status of musicians, extensive travel requirements, stresses of 

auditioning, and related work requirements (Hill, 1985).  

Bernstein. Bernstein‟s study identified the characteristics of professional performers, and 

the experiences that led participants to careers as performers (1986). Bernstein administered a 

questionnaire to 70 professional orchestral performers who were in attendance at an annual 

summer music festival.  The questionnaire inquired about participants‟ family and upbringing, 

the age that the participants decided to become a career musician, professional satisfaction, and 

other topics related to performing careers (p. 54). Results indicated that performers were 

consistently concerned about the stresses of orchestral performing, and cited such indicators of 

stress as job availability and auditioning.  

Casey. Casey (1986) used a combination of standardized tests and self-created 

measurements to “develop a profile of the undergraduate student in terms of attitude, self 

concept, personal orientation, and demographic characteristics [and to] determine the extent to 

which those data are predictive of student attrition, specialization, and achievement.” (p. iii). To 

conduct this study, Casey administered a total of five measurements to freshman and sophomore 

music majors at the beginning of the fall semester, and at the end of the spring semester. The 

published tests used in Casey‟s study were the Tennessee Self Concept Scale (TSCS), Personal 

Orientation Dimensions (POD) and College Student Satisfaction Questionnaire (CSSQ). The 

three instruments created by the researcher were the Northwestern University Music Student 
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Survey (NUMSS), Music Career Attitude Scale (MCAS), and the Applied Instructors Student 

Rating Scale (AISRS). The Music Career Attitude Scale (MCAS) was designed to assess 

students‟ awareness of music careers and their specific interest in one or more of the music 

professions included.  

Casey administered the MCAS to freshmen students at the beginning of the fall semester 

and to sophomores at the end of the spring semester. Each group of students was asked to 

complete the questionnaire on two separate occasions. On the first administration of the MCAS, 

the students were only given the name of the career. For the second administration, students were 

provided some basic information about each career including salary, working conditions, and job 

outlook, among others (Casey, 1986). Casey listed 24 careers in music and asked students to rank 

their interest in each career option. The inventory of music careers included in Casey‟s study 

were:  
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Applied Studio Teacher 

Author or Editor of Music Related Book or Journal 

Church Music Director 

College or University Music Professor 

Composer or Arranger 

Computer Music Programmer 

Concert Hall Manager 

Copyist 

Film Music Editor 

Instrument Manufacturer or Repair Technician 

Lyricist 

Marching Band Drill Designer or Clinician 

Music Critic 

Music Librarian 

Music or Music Equipment Merchandiser 

Music Publisher 

Music Theater Director (Opera or Broadway) 

Music Therapist 

Performer 

Piano or Organ Tuner / Technician 

Professional Conductor  

Public School Music Teacher 

Recording Engineer or Producer 

School Music Administrator 

(Casey, 1986, p.160) 

 

Casey reported mean rankings of the 24 careers by freshman and sophomore students. 

Careers that received the highest rankings were performer (M = 1.92 for freshman / M = 2.49 for 

sophomores) and university music teacher (M = 5.63 for freshman / M = 4.49 for sophomores) 

(p. 152). The lowest scoring music careers were copyist (M = 19.37 for freshman / M = 18.04 for 

sophomores), computer music programmer for freshman (M = 16.25), and music or music 

equipment merchandiser for sophomores (M = 16.59) (p. 152). When comparing scores of the 

first administration to those of the second, Casey reported that there was little difference in 

ratings between administrations (1986).  

Poklemba.  Poklemba (1995) conducted a study on music career education among 

conservatory students and alumni. The researcher interviewed conservatory directors and 
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students, and music professionals to identify the extent to which career education was involved 

in the music degree program, and its impact on success as a performer. Poklemba used telephone 

surveys to collect data from administrators and instructors from 10 conservatories. Survey 

questions identified whether conservatories offered courses in career education, other career 

resources that were available, and students‟ reactions to the information provided in those 

courses. Six conservatories offered career education courses, but these courses were not required 

in the students‟ degree plans. The remaining four conservatories required career education 

courses in the music performance degree plan.  

 Poklemba also interviewed students and recent graduates from these conservatories to 

identify the extent to which the career education courses impacted the students‟ careers, and to 

identify music career patterns among conservatory graduates. A majority of the graduates 

revealed that they had taken second jobs in unrelated careers, mostly waiting tables, to 

supplement incomes. According to one respondent, graduates “know how to get a job but no jobs 

are available to get” (1995, p. 35). A second respondent indicated that “the focus of a 

performance degree is way too narrow,” (p. 35) and that conservatories should consider the 

inclusion of business classes for performance majors.  

Chen. In a 1997 study, Chen surveyed undergraduate music students in Taiwan to 

determine their awareness of careers in music. Chen also identified the information that led 

students to major in music, and the differences of student awareness in different types of 

universities in Taiwan. To conduct this study, Chen administered a self-created questionnaire to 

240 music students in seven universities throughout Taiwan. The questionnaire was divided into 

two parts. The first section asked respondents how well they could identify their skills, job 

interests, and resources for additional music career exploration. Over 180 respondents indicated 
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that that they were able to identify their own skills and related characteristics, and 195 

respondents indicated that they knew about the jobs in which they were interested. Over one-half 

of the respondents (n = 138) also indicated that they were uninformed concerning other music 

career options or sources of additional information (p. 22). 

 In the second section of Chen‟s questionnaire, respondents were asked to indicate their 

awareness of 18 music careers, and of the requirements, salary and related information of those 

careers (Chen, 1997). The researcher reported that university music faculty members were 

interviewed to generate this inventory of music careers. The 18 music careers included in Chen‟s 

study were: 

High School Teacher  

Elementary School Teacher  

Commercial Music Teacher  

Private Studio Teacher  

College or University Teacher  

Professional Performer  

Composer  

Business: Music Merchant  

Business: Music Advertiser  

Business: Music Producer  

Business: Concert Manager 

Science and Technology  

Words and Music  

Arts and Music  

Religious Musician  

Music Service  

Music Therapist  

Legal Services  

 (Chen, 1997, p. 49)  

Participants in Chen‟s study were most aware of careers as a high school teacher (64.1%), 

elementary school teacher (67.2%), and professional performer (63.6%). Other music careers 

that received similar scores were commercial music teacher (60.8%), and private studio teacher 

(60.4%). Fewer than one-half of the participants were aware of all other music careers included 
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in Chen‟s study; 42.7% were aware of composer, and 37% were aware of music merchant (p. 

49). Scores for all other music careers were below 25% with the exception of music therapist 

(25.3%) and science and technology (26%) (p. 49). Chen‟s study revealed that participants were 

generally unaware of music careers other than those in performance and education.  

Scalfari. Scalfari‟s 1999 study, was conducted to help undergraduate performance majors 

to understand the purpose of a bachelor degree in music performance. Scalfari analyzed 

performance degrees from 40 NASM colleges and universities, and consulted personnel from a 

number of professional organizations to provide additional information to music performance 

students. The author indicated that an inaccurate and inflated perception of one‟s own 

performance ability led many into performance degrees who should have pursued other 

professional endeavors. Further, according to Scalfari, musicians often considered performance 

careers as the “ultimate area of study” (p. 1) while music education and other fields were 

“reserved for those not „good enough‟ to succeed as performers” (p. 1). Finally, Scalfari cited an 

overabundance of music graduates with performance degrees in comparison to the limited 

number of career opportunities for performers.  

Scalfari first examined the undergraduate music performance degrees in NASM-

accredited music departments to identify patterns or trends among universities. Results of this 

section of Scalfari‟s study revealed that 7 of the 40 schools offered career counseling in the 

music department (p. 161). This finding revealed that career advising was often neglected in the 

arts. According to the author, the addition of career advising centers that hired “specialist 

counselors” (p. 163) would more adequately prepare musicians for their careers (Scalfari, 1999).  

The next component of Scalfari‟s study was to identify the career opportunities for 

performers and the “knowledge and skills” (p. 2) needed for each performing career. The 
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performance jobs identified by Scalfari were orchestral musician (p.109), chamber musician (p. 

122), freelance musician (p. 132), and military band musician (p. 142). The author was able to 

obtain extensive information for Orchestral and Chamber Musician, but indicated that “it is 

nearly impossible to define the freelance musician [because] freelance work in the music world 

is so varied” (p. 132). In addition to the discussion of music performance careers, Scalfari 

provided a list of job-related skills for music performers. In this inventory, the author included 

communication skills, organization, and teaching skills since most performers spent a great deal 

of time teaching (Scalfari, 1999).  

Scalfari concluded with recommendations for university music departments and for 

future research. The author suggested that universities should include career awareness and 

career education components in the students‟ undergraduate education. Finally, Scalfari stated: 

“because increasing numbers of musicians are becoming aware of this need [for career education 

in music professions] a specific and detailed study on the subject would prove useful” (p. 179).  

Miltenberger. Miltenberger (2007) conducted a study of the effects of advising strategies 

on the success of community college students. Research participants included the student body of 

the community college where the researcher was employed as a career counselor. For this study, 

the author analyzed the interrelationship of students‟ GPA, students‟ results on the Tennessee 

Self Concept Scale, and demographic information available on students‟ files. First, Miltenberger 

reported that 70% of the participants made career choices based on “perceived skill” (p. 47), and 

65% made career choices based on “previous exposure [and] experience” (p. 46). Miltenberger 

reported that relationships among career advising and success in community college indicated a 

stronger need for career advising for high school and college students. Concerning future 

research, the author stated: “[An] attempt needs to be made to explain the strength of the 
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condition between career interests and career opportunity amongst prospective students” (1999, 

p. 83).  

Tolley. In a study by Tolley (2008), comparisons were made between various 

professional aspects of the music industry, and related curricular components of university music 

industry courses and degree programs. The primary purpose of Tolley‟s study was to propose a 

more consistent course of study for university music-industry programs. To conduct the study, 

the author analyzed information from music industry programs of approximately 100 colleges 

and universities, related standards of NASM, the music industry curricula of five “leading music 

industry programs” (p. 6), the author‟s experience in music business, and the author‟s knowledge 

and experience in teaching music business courses at the college level (Tolley, 2008). First, the 

author identified career paths within the music industry and the necessary courses to prepare 

students for these fields. The four career paths identified by Tolley were 1) Music Business, 2) 

Music Technology, 3) Commercial Music Composition, and 4) Commercial Music Performance 

(p. 72). Six occupations in Music Business concentrated on publishers, managers, agents and 

related office jobs in the music industry. Jobs in Music Technology were reserved for sound 

engineering and positions in recording studios. Music producers were included in Commercial 

Music Composition along with songwriter, jingle writer and other composing opportunities for 

TV, film or music theatre. Opportunities in Commercial Music Performance included various 

studio and popular music performance including band member, studio musician, jingle singer 

and others (Tolley, 2008, p. 72).   

 Next, Tolley proposed courses of study for each of the four career paths. According to 

Tolley, these courses revealed the necessary knowledge and skills for success in each of the 

identified career fields. For example, in addition to a required grouping of basic musicianship 
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and related core classes, students specializing in Music Business should take courses in music 

publishing, merchandizing, management, promotion in addition to courses offered by the 

university‟s business department (p. 78). Courses for Music Technology should include MIDI, 

engineering, producing, and other courses related to properties of sound (p. 80). Courses for 

Commercial Music should include composition, songwriting, arranging, producing, and music 

theatre (p. 83). Finally, Tolley proposed a number of personal traits that should be developed in 

these courses. These traits included “verbal skills…leadership…communication…and integrity 

among others” (p. 102).  

According to Tolley, declining student enrollment in music business programs and a 

comparable decline of certain fields within the music industry necessitated an analysis of music 

industry degree programs and the ability of these programs to prepare professionals for the 

changing industry (2008). The author also reported incongruence among university music 

industry programs, and between these programs and actual experience and opportunities in the 

music industry. According to the author, these inconsistencies existed as a result of the diversity 

of job opportunities in the music industry. Tolley stated: 

NASM acknowledges that there is no clear-cut curricular path that would perfectly cover 

the wide range of careers that the music industry has to offer. Because of this, the 

institutions have designed their own strategic paths for the various emphasis areas of 

study. (Tolley, 2008, p. 65) 

 

The author also indicated that some musicians and degree programs over-emphasized artistic 

areas of the music industry such as composition and performance, and other programs neglected 

these areas in favor of business-related aspects. According to Tolley, adequate preparation for 

success in the music industry should include equal emphasis of artistic and business-related 

components.  
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Conclusion. This section of the review of literature discussed the findings of theses and 

dissertations related to music careers. The studies discussed in this section were conducted by 

Murray (1960), Jones (1964), Myrick (1975), L‟Roy (1983), Ploumis-Devick (1983), Hill 

(1985), Holloway (1984), Bernstein (1986), Casey (1986), Poklemba (1995), Chen (1997), 

Scalfari (1999), Miltenberger (2007) and Tolley (2008). Jones (1964) identified factors that 

influenced career decisions of students with musical ability. Ploumis-Devick (1983) identified 

factors that led students to major in music education. Studies by Hill (1985), Bernstein (1986), 

Poklemba (1995) and Scalfari (1999) focused on music performance careers. Hill and Bernstein 

studied the characteristics of professional performers. Poklemba researched traits of student-

performers; and Scalfari examined aspects of university performance degree-plans and career 

opportunities for professional performers. L‟Roy (1983) researched the professional identities of 

music education majors. Broad-based music career studies included Murray (1960), Myrick 

(1975), Holloway (1984), Casey (1986), and Chen (1997). Murray, Casey, and Chen studied 

music career awareness and readiness of college music majors, and Myrick identified music 

career opportunities in Oregon. Holloway identified career goals of doctoral music students. 

Miltenberger‟s study (2007) was not music-specific but identified the impact of career advising 

among college students.  

Holloway (1984) sent questionnaires to doctoral music students to identify the career 

goals of doctoral music students in education, performance and a third category encompassing 

musicology, ethnomusicology, and composition, and music theory.  Questionnaires were also 

used by Murray and Myrick to identify career opportunities, and requisite skills, training, and 

other self-knowledge components as reported by professional musicians in a variety of fields. 

Murray and Myrick also utilized a variety of resources to generate music career inventories. 
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Murray and Myrick used resources provided by the U.S. Department of Labor, and an assortment 

of music career books authored by musicians. Murray indicated that information provided by the 

U.S. Department of Labor was typically insufficient and provided little detail concerning music 

careers. Further, Murray stated that the use of resources written by musicians was problematic 

because these resources usually focused on one music career field, and were therefore 

impractical for use by general career counselors. Respondents in Murray‟s study indicated that 

knowledge about the field (p. 85) was the most important consideration for professionals in the 

music industry (Murray, 1960). Among music educators in Myrick‟s study, musical ability (p. 

62) was reported as the primary requisite skill. Myrick thereby refuted the notion that the lesser 

performers may be successful as music educators (Myrick, 1975). 

A number of the dissertations reviewed for the current study focused on music 

performance and interviewed either college-level performance majors, or professionals in the 

field. Bernstein, and Poklemba identified the role that career advising played in the career 

decisions of college students and professional performers. Hill‟s study was conducted to identify 

career characteristics of music performance. Scalfari‟s study identified career options for 

musicians and evaluated the role of the bachelor of music performance degree in preparing 

performers for their careers. Hill, Bernstein and Scalfari reported the stresses of professional 

performing careers that included auditioning, working conditions and poor job availability for 

performers.  

Studies by Ploumis-Devick, Scalfari, and Miltenberger centered on the role of career 

counseling in the process of making career decisions. Whereas Miltenberger‟s study included 

careers that were not specific to music, Ploumis-Devick and Scalfari focused on music careers. 

The study by Ploumis-Devick included college-level music majors, and Scalfari focused on 
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performing careers. Results from these studies indicated that few musicians received career 

counseling either in high school or in college. These findings are concurrent with Miltenberger 

who stated that there is a strong need to increase and improve career advising efforts in high 

schools and colleges (2007). These findings are also related to studies by Jones (1964), L‟Roy 

(1983) and Holloway (1984) that reported that school music teachers and private lessons teachers 

were the most influential people for students considering careers in music. Findings from these 

studies have indicated that, since the teachers were reportedly more influential than parents, 

teachers should possess adequate knowledge of music careers to advise potential music majors.   

Casey and Chen used questionnaires to ascertain career awareness among music majors. 

Casey‟s study was conducted among freshman and sophomore music majors at Northwestern 

University, and Chen‟s study was conducted in several universities throughout Taiwan. Both 

studies reported that music students were more aware of careers in performance and music 

education than other music careers. Further, participants‟ awareness in both studies was lowest 

for careers in the music industry.  

One reviewed dissertation researched specific aspects of the music industry. Tolley‟s 

2008 study analyzed university music business curricula and proposed multiple revisions and 

additions to programs of study in music business curricula based on recent changes in the 

industry. Overall, Tolley suggested that music industry students needed to diversify their skills 

and knowledge bases.   

Conclusion 

The current study identified the opportunities in music careers and the requisite skills, 

interests, values, and personality traits of these careers. This review of literature examined the 

role of published, mainstream trade resources, online resources, articles from peer-reviewed 
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journals, and dissertations and theses in indentifying music careers and requisite traits. Career 

books included in this review of literature that were written by non musicians included Career 

Encyclopedia (2002), O*Net DOT (Farr, 2004), the OOH (2008), and Field‟s Career 

Opportunities in the Music Industry (2004). Online resources written or compiled by non-

musicians were the Discover online program (Discover, 2008), and America’s Career Infonet 

(2009). Published books that were written by musicians included Your Career in Music 

(Johnson, 1946), A Career in Music (Elkin, 1960), Careers and Opportunities in Music (Rich, 

1964), Career Opportunities in Music (AMC, 1966), The Music Business: Career Opportunities 

and Self Defense (Weissmann, 1970), Your Own Way in Music (Uscher, 1990), Great Jobs for 

Music Majors (Goldberg, 1998), Exploring Careers in Music (Bohonos & Tvardek, 2000), 

Creative Careers in Music (Des Pres and Landsman, 2000), 100 Careers in the Music Business 

(Crouch, 2001), Music Business Handbook and Career Guide (Baskerville, 2001), Opportunities 

in Music Careers (Gerardi, 2002), Careers for Music Lovers and Other Tuneful Types (Johnson, 

2004), and Beyond Talent: Creating a Successful Career in Music (Beeching, 2005). Articles 

from peer-reviewed music journals that focused on music education careers were authored by 

Gillespie and Hamann (1999), and Schmidt, Zdzinski, and Ballard (2006). Studies in the music 

industry were conducted by Rolston and Herrera (2000), and Zwann and Bogt (2009). Studies 

concentrating on music performance were conducted by Jay and Smith (1975), Mills (2004, 

2006), Bennett (2007), and Creech (2008). In addition, two editions of the Music Educator’s 

Journal (National Association for Music Education, 1977, 1982) have been devoted to careers in 

music and were also reviewed. Also from the National Association for Music Education, the 

online Career Center was reviewed (National Association for Music Education, 2008). Finally, 

the review of literature discussed the contributions of theses and dissertations related to music 
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careers. These studies were authored by Murray (1960), Jones (1964), Myrick (1975), Ploumis-

Devick (1983), Hill (1985), Bernstein (1986), Casey (1986), Poklemba (1995), Chen (1997), 

Scalfari (1999), and Miltenberger (2007). 

The review of literature revealed a number of consistencies related to music careers. 

First, it was consistently cited that many musicians were employed in more than one job, either 

within the music industry or in jobs unrelated to music (Baskerville, 2001; Bennett, 2007; Career 

Encyclopedia, 2002; Discover, 2008; Gerardi, 2002; Jay and Smith, 1975; Poklemba, 1995; 

Rich, 1964; Uscher, 1990). Composers, for example, were commonly employed by colleges or 

universities to teach courses in theory or composition (Discover, 2008; Gerardi, 2002; 

Weissman, 1970). Similarly, many performers were employed as private-lessons instructors, in 

related teaching positions, or were encouraged to seek jobs in other fields (Baskerville, 2001; 

Beeching, 2005; Gerardi, 2002; Johnson, 2004; Mills, 2004; Rich, 1964; Uscher, 1990; 

Weissman, 1970). Holloway (1984) reported that performers, composers, and conductors were 

more likely than music educators to have been unemployed, to have held multiple jobs, or to 

have worked in fields unrelated to music. Performers in Holloway‟s study cited unemployment 

as the primary justification for deciding to return to graduate school to obtain a doctorate degree 

(1984).  

A second trend revealed by the review of literature was the caveat presented by most 

authors that success as a musician was not based solely on one‟s musical talent. Most authors 

reported that success as a musician also required such traits as diligence and a strong work ethic 

(Beeching, 2005; Des Pres and Landsman, 2000; Uscher, 1990; Zwaan and Bogt; 2009). Further, 

in the case of professional performers, authors reported that luck was an equally important factor 



108 

in determining one‟s success (Bohonos & Tvardek, 2000, p. 46; The National Association for 

Music Education, 2008, Career Center; Scalfari, 1999, p. 133). 

It was further noted that both musicians and non-musicians tended to focus on a specific 

field of music careers. Jay and Smith (1975), Des Pres and Landsman (2000), Johnson (2004), 

Mills (2004, 2006), Beeching (2005), Bennett (2007), and Creech (2008) focused specifically on 

music performance. Des Pres and Landsman (2000) and Zwaan and Bogt (2009) applied further 

delimitations to discuss only performers in the popular music industry, thereby excluding all 

forms of art-music performance. Resources authored by non-musicians did not reveal such 

limitations in their titles or introductions but also tended to focus on performance in their job 

descriptions. The Career Encyclopedia (2002), for example, included career options of musician 

(p. 263) and singer (p. 395) indicating that musicians were primarily performers. Likewise, the 

only careers listed by the DOT that was not related to performance were musical instrumental 

repairers and tuners (Farr, 2004, p. 694). Authors that discussed music business were Weissman 

(1970), Crouch (2001), Baskerville (2001), and Gerardi (2002).  

Finally, consistencies were noted pertaining to the adherence to recommendations set 

forth by CAS (Dean, 2006). When compared to resources written by musicians, non-musicians 

presented a more limited number of available music careers. Whereas all non-musicians with the 

exception of Field (2004) presented fewer than 10 music career opportunities, musicians 

typically presented more career categories with further delineation of these categories into 

multiple careers (Johnson, 1946; AMC, 1966; Weissman, 1970; Rich, 1963; Uscher, 1990; 

Goldberg, 1998; Bohonos & Tvardek, 2000; Baskerville; 2001; Crouch, 2001).  

Although non-musicians presented a more limited number of music career opportunities, 

these authors typically described the included careers in more detail than non-musicians. 
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Specifically, it was more common of non-musicians to define the requisite skills, values, 

interests and personal characteristics for each career (Career Encyclopedia, 2002; Discover, 

2008; Farr, 2004; OOH; 2008). Likewise, the OOH (2008) and Discover (2008) included 

characteristic traits based on the personality research of Holland (1997). The main world-of-

work element that was missing from non-musicians was the breadth of available music careers. 
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CHAPTER 3 

METHOD 

The purpose of this study was to identify the music career opportunities that were 

available to students who graduated with one of the 12 undergraduate music degrees accredited 

by the National Association of Schools of Music (NASM). An additional purpose of this study 

was to identify the skills, interests, work-values and personal characteristics that may be used to 

determine a person‟s compatibility with these music careers. This chapter describes the research 

sample, sampling procedures, instrumentation, content validity procedures, field test procedures, 

pilot study procedures, data analysis, and pilot study results. 

Sample 

A purposive sample of 66 college and university music faculty members, and 14 

professional musicians participated in the main study.  The criteria for selection of faculty 

members were those individuals who: a) were employed in their respective field in an NASM-

Accredited college or university at the time of the study, b) had been employed in their current 

career field for at least 10 years at the time of the study, and c) were held in high esteem among 

their peers.  In previous studies, Standley and Madsen (1991), and Teachout (1997) stated that it 

can take approximately 10 years for a person to become an expert in their field, and Berliner 

(1986) and Teachout (1997) stated that experts are commonly held in high esteem by their 

professional colleagues. The first criterion of employment was documented through a review of 

the online music department faculty listings of the individual universities. The second criterion 

of years in the field was documented through initial demographic inquiries with potential 

participants. The final criterion of esteem was documented through a requirement that all 

participants hold the rank of Associate Professor or higher. This rank implied that the 
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participants had been promoted through a peer review process and were therefore held in high 

esteem. An additional consideration was that faculty holding the rank of Associate Professor (or 

higher) had contributed scholarly or artistic work to the field, further contributing to the esteem 

with which they may be held among peers outside their respective institutions. In some fields, 

there were an insufficient number of faculty members who held the rank of Associate Professor 

or higher. Adjunct faculty members and Assistant Professors were included as research 

participants in fields that did not have a sufficient number of Associate or full Professors.     

There were six university faculty members for each NASM-accredited undergraduate 

music degree. This number was selected based on two factors: response rates from the pilot 

study, and the number of potential participants in degrees that were offered by a limited number 

of universities. Degrees that were offered by a limited number of universities included music 

theory (n = 26), pedagogy (n = 23), music theatre (n = 19), and music business (n = 5).  While 

researching university music department websites for potential participants, it was determined 

that there were few faculty members in these areas that meet the criteria for selection for the 

study. This factor, combined with the potential for lower response rates indicated by responses 

from the pilot study revealed that it may be difficult to find more than six qualified participants 

in the areas of theory, pedagogy, musical theatre and music business.  

University music faculty members (n = 66) were employed in departments of music that 

were accredited by NASM at the time of the study. One held the rank of Senior Lecturer and 

eight held the rank of Assistant Professor. In addition, 19 held the rank of Associate Professor, 

35 held the rank of Professor, 1 held the rank of Distinguished Professor, and 2 held the rank of 

Professor Emeritus. Two of the 66 university faculty members held high school diplomas, 1 had 

obtained a bachelor of arts (BA), 14 had obtained master‟s degrees, and 49 held terminal 
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degrees. Of those who had obtained master‟s degrees, there were 11 who had obtained a master 

of music (MM), 1 who had obtained a master of music education (MMEd), 1 with a master of 

arts (MA), and 1 with a master of fine arts (MFA). Of those with terminal degrees, 22 had 

obtained a doctor of philosophy (PhD) in music, 21 had obtained a doctor of musical arts 

(DMA), 2 had obtained a doctor of arts (DA), 2 had obtained a doctor of music (DM), 1 had 

obtained a doctor of ministry (DMin), and 1 had obtained a doctor of education (EdD). Twenty-

nine participants held additional licenses or certifications in their related fields. A total of 62 had 

been employed in a music-related job prior to their current position. The mean age of the faculty 

members was 55.22 (SD = 9.85, range = 32 - 84). Three participants did not provide their age. 

There were 20 females and 46 male university faculty members. Two of the music faculty 

members were Black, one was Hispanic, one was Armenian, one was Asian-American, one was 

Eastern-European, one was Iranian, one was a Pacific Islander, and 58 were White (not of 

Hispanic origin).  

Fourteen professional musicians were also interviewed for the main study. The criteria 

for selection of professional musicians were those individuals who a) were employed in their 

respective field at the time of the study, b) had been employed in their current career field for at 

least 10 years at the time of the study (Standley & Madsen, 1991; Teachout 1997), and c) were 

recommended by a university music faculty member for their expertise and knowledge in their 

respective fields. The first two criteria were documented through initial demographic inquiry 

with recommended musicians. The final criterion was documented through interviews with 

university music faculty members who were asked to recommend a professional musician that 

would be considered an expert in their field, and that would be able to provide information 

related to the current study. When asked to recommend professional musicians that were not 
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affiliated with a college or university, there were many university faculty members that stated 

that the only professional recommendations they would be able to make were musicians that 

were employed at least part time in a college or university music department. Whereas this trend 

was noted in all categories, it was especially evident in the performance, theory, and composition 

subgroups. As a result, there were considerably more professional musicians that were 

recommended in the music education and music therapy subgroups than in other groups. 

Therefore the number of professional musicians in each subgroup was purposefully limited to 

two participants to keep subgroups as evenly sized as possible, and to avoid the appearance that 

there may be more professional opportunities in fields where more qualified professional 

musicians were recommended by university faculty members.  

There were 14 professional musicians that represented the 12 NASM-accredited 

undergraduate music degrees. Of these, there was one from music business, two from 

composition, two from music education, two from pedagogy, one from performance, two from 

sacred music, two from musical theatre, and two from music therapy. Five had obtained a 

bachelor‟s degree, three held master‟s degrees, and six held terminal degrees. All participants 

with master‟s degrees had obtained a master of music (MM). Of those with terminal degrees, one 

had obtained a doctor of music (DM), two had obtained a doctor of musical arts (DMA), and 

three had obtained a doctor of philosophy (PhD) in music. Five participants held additional 

licenses or certifications in their related fields. All participants in this subgroup had been 

employed in a music-related job prior to their current position (n = 14). The mean age of the 

faculty members was 51.50 (SD = 10.36; range = 24 - 66). There were 4 female and 10 male 

professional musicians. Thirteen of the professional musicians were Caucasian and 1 chose not 

to respond to this question.  
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Sampling Procedure 

First, the NASM 2008-2009 handbook was reviewed to identify the available 

undergraduate music degrees and the universities that offered each degree. In 2009 the NASM 

handbook defined 12 available undergraduate baccalaureate degrees in music: 1) performance, 2) 

theory, 3) composition, 4) music history and literature, 5) sacred music, 6) jazz studies, 7) 

pedagogy, 8) musical theatre, 9) music business and/or music industry, 10) electrical 

engineering/recording technology, 11) music therapy, and 12) music education (p. vi). At the 

time of the study the NASM online member database listed 379 colleges and universities 

offering a bachelor of music in performance, 26 offering a bachelor of music in music theory, 

194 offering a bachelor of music in composition, 34 offering a bachelor of music in music 

history and literature, 53 offering a bachelor of music in sacred music, 63 offering a bachelor of 

music in jazz studies, 23 offering a bachelor of music in pedagogy, 19 offering a bachelor of 

music in musical theatre, five offering a bachelor of music with studies in business and/or music 

industry, no schools offering a bachelor of music with studies in electrical engineering/recording 

technology, 42 offering a bachelor of music in music therapy, and  224 offering a bachelor of 

music in music education.  

Minor variations were found concerning the bachelor of music with studies in business 

and/or music industry. One university offered a bachelor of music in music industry; two 

universities offered a bachelor of music with emphasis in music business; and two universities 

offered a bachelor of music with emphasis in music industry. These five entries were combined 

and included under the title of bachelor of music with studies in business and/or music business. 

Similar considerations were made concerning variations in the specific titles given to degrees in 

music history, pedagogy, composition, music theatre, and sacred music. History degrees were 
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labeled by individual universities as bachelor of music in history of music (n = 2), bachelor of 

music in history and literature (n = 10), bachelor of music in music history and literature (n = 

10), and bachelor of music in music history (n = 10). Pedagogy degrees were labeled as bachelor 

of music in pedagogy (n = 16), and bachelor of music in piano pedagogy (n = 7). Composition 

degrees were labeled bachelor of music in theory and composition (n = 26), bachelor of music in 

composition (n = 165), bachelor of music in Music theory and composition (n = 2), and bachelor 

of music in composition and theory (n = 1). Music theatre degrees were labeled bachelor of 

music in musical theatre (n = 13), and bachelor of music in music theatre (n = 6). Finally, sacred 

music degrees were labeled bachelor of music in sacred music (n = 15), and bachelor of music in 

church music (n = 38). To ensure that these categorizations were accurate, this analysis was 

confirmed by an approved NASM accreditation site evaluator for accuracy. Approved 

accreditation site evaluators have completed required training related to the assessment of music 

degrees and course offerings and were therefore qualified to provide insight related to music 

degrees. 

Next, the online member database of NASM was accessed to identify the undergraduate 

music degrees offered by each member university. Two universities were found that offered 7 of 

the 12 undergraduate music degrees. One university offered six undergraduate music degrees. 

Twenty-three universities offered 5 of the 12 degrees. Forty-two universities offered 4 

undergraduate music degrees. Ninety-nine universities offered three degrees. Finally, 142 

universities offered two degrees, and 97 universities offered one undergraduate music degree. 

Universities were prioritized based on the number of undergraduate music degrees offered. 

Specific focus was placed on universities that offered four, five, six and seven undergraduate 
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music degrees. Using the above criteria, a synthesized list of universities was generated on which 

each of the 11 undergraduate music degrees was offered by six universities. 

 The music department webpage of each selected university was then accessed to obtain 

the individual faculty member‟s contact information, and to determine each faculty member‟s 

rank. In most cases, faculty information provided on the music departments‟ websites listed 

contact information and each faculty member‟s rank and area of specialization. If a university 

employed more than one person in a particular area at the rank of associate professor or higher, 

the person with the highest rank or the longest tenure was selected. If no faculty member was 

employed at the rank of associate professor in the desired field, the name of the university and 

faculty member was removed from the tentative contact list. Through this process, a tentative list 

of research participants was generated that contained names and contact information for six 

university faculty members from each undergraduate music degree.  

An initial e-mail inquiry was sent out to the target number of 66 potential respondents. 

For the faculty who responded to the e-mail to decline participation in the study, these faculty 

members‟ names were removed from the contact list and were replaced with different, qualified 

faculty members from the same area of expertise as those who declined. An e-mail inquiry was 

then sent to these university faculty members. After a period of two weeks, a follow-up e-mail 

was sent to non-respondents. After an additional two-week period, names of non-respondents 

were removed from the contact list and were replaced with a different qualified faculty member 

from the same area of expertise as the non-respondent. This process was repeated in two-week 

intervals until there were six university faculty members in each area that had agreed to 

participate in the study.  
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Through this procedure, a total of 158 university faculty members were contacted for the 

study. Sixty-six university faculty members (41.77 %) participated in the study. Sixty-four 

faculty members (40.51 %) did not respond to the initial e-mail or follow-up request. In addition, 

21 faculty members (13.29 %) declined the request to participate in the study. Seven faculty 

members (4.43 %) indicated that they would participate but did not respond to follow-up e-mails 

to schedule an interview time. A follow-up e-mail was sent to willing participants to schedule an 

interview time. Each participant was then called at the scheduled time to conduct the interviews.  

A total of 27 professional musicians were contacted for participation in the study. Twelve 

of the professional musicians (44.44%) did not respond to the initial e-mail or the follow-up 

request. One professional musician agreed to participate in the study but did not respond to 

follow-up e-mails to schedule an interview time (3.71%). A total of 14 professional musicians 

(51.85%) participated in the pilot study.  

Interview sessions were digitally recorded using an Olympus Digital Voice Recorder, 

model WS-500M (Olympus Imaging America, Inc., 2009). Digital recordings were saved to a 

computer as Windows Media Audio (WMA) files using an alpha-numeric code to ensure 

confidentiality. Corresponding codes were included on each typed transcript. Recordings were 

then transcribed. A transcriptionist who worked as a professional secretary compared each 

transcription with the original recording to ensure accuracy. Each participant was e-mailed a 

copy of the transcription of their interview session and was asked to review the document to 

verify that the transcription accurately represented their statements during the interview session.  

Instrumentation 

The current study used a self-created, semistructured interview schedule. This format was 

chosen for its flexibility in allowing follow-up questions and clarification that may provide 
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additional information during interview sessions. According to Borg and Gall (1989), the 

semistructured interview “has the advantage of being reasonably objective while still permitting 

a more thorough understanding of the respondent‟s opinions and the reasons behind them” (p. 

452). The first section of the interview schedule asked the participants to identify music career 

opportunities related to each of the 12 NASM undergraduate music degrees, and music jobs that 

were available in each area for people who may not have pursued music degrees. The first 

section of the interview schedule contained two open-ended questions.  

The second section of the interview schedule contained eight open-ended questions.  The 

questions asked participants to indicate the recommended the traits that they perceived to be 

linked to career compatibility in their respective music career fields. Specifically, participants 

were asked about musical and non-musical skills, musical and non-musical interests, the most 

musically and personally/professionally rewarding aspects of their career fields, personal 

characteristics, and any additional attributes that may determine a person‟s compatibility with 

music careers in their related fields of expertise. The interview schedule concluded with a section 

of questions to collect demographic information concerning the participant. There were 10 open-

ended questions in this section of the interview schedule.  

Content Validity 

The interview schedule was e-mailed to a panel of four experts to establish content 

validity. The validity panel consisted of one professional musician with over 10 years of 

experience in church music. The second validity panel was a university faculty member who had 

been a professional conductor for over 15 years at both the high school and college levels. The 

third validity panel member was an academic advisor and career counselor with over 10 years of 

experience. The final validity panel member was a sociologist with over 10 years of experience 
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conducting descriptive research. Each panel member was e-mailed a copy of the interview 

schedule and a series of 10 content-validity questions to evaluate the content, format and clarity 

of the schedule (Appendix A).   

Based on comments from the content validity panel, the following changes were made to 

the interview schedule. One panelist suggested adding a section of questions that asked 

participants to describe job duties, salary, and job outlook for their careers. As these components 

describe the jobs rather than to the career seekers, and as these components are not addressed by 

the research questions, they were not added to the interview schedule. A second panelist 

recommended changes to the wording of interview questions for the sake of consistency. Since 

the recommended changes referred to instructions on the interview transcript rather than to the 

questions that were read to the participants, no changes were made based on these comments. 

Minor changes were made, however, to interview questions based on panelists‟ 

recommendations to improve question clarity. Specifically, the phrase “in your field” was added 

to the questions pertaining to music career opportunities and jobs for people without the related 

music degree. 

Field Test 

The interview schedule was then field-tested with three individuals to check for clarity. 

Professional musicians and career counselors were originally intended as research participants, in 

addition to university faculty members as part of the main study. As such, there were 

representatives of each of these groups on the field-test panel. As will be explained later in this 

chapter, the career counselor subgroup was removed from the study as a result of the pilot study. 

For the field test, one panelist was a university faculty member who held the rank of 

Associate Professor and had over 10 years of related experience. The second panelist was a 
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professional musician with over 10 years of experience as a composer and performer. The final 

panelist was an academic advisor and career counselor with over 10 years of experience in a 

university setting. Each panelist was asked to review the document and provide feedback 

regarding the clarity of the questions and instructions. Panelists were also asked to provide any 

additional comments on the use of potentially confusing terminology. All three panelists 

indicated that the questions and instructions were clearly worded and easy to follow, and the 

terminology was easy to understand. No changes were made to the interview schedules based on 

the field test.  

Pilot Study 

Once all revisions to the interview schedule were complete, a pilot study was conducted. 

The purpose of the pilot study was to estimate the reliability of the interview schedules. An 

additional purpose was to implement the described sampling procedures and test the proposed 

data analysis procedures. 

Sample 

It was the original intent to obtain information from university faculty members, career 

counselors employed in university music departments, and professional musicians. Information 

pertaining to all three participant subgroups will be discussed in the sample and sampling 

procedures for the pilot study. As will be explained later in this section, the career counselor 

subgroup was removed from participation in the main study.  

A purposive sample of 22 college and university music faculty members, two music 

career counselors, and 18 professional musicians participated in the pilot study. For the pilot 

study, criteria for selection of university music faculty members, music career counselors, and 

professional musicians were identical to criteria used in the main study. Two university faculty 
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members for each NASM-accredited undergraduate music degree participated in the pilot study. 

University music faculty members were employed in departments of music that were accredited 

by NASM at the time of the study. Six faculty members held the rank of Associate Professor, 

and 13 held the rank of Full Professor. Two of the participants were clinical professors but were 

included as participants due to the small number of universities that offered the degree of these 

participants‟ expertise. Finally, one participant held the rank of Assistant Professor, but had 

obtained the rank of Associate Professor at a previous university. One participant held a bachelor 

of science, four had obtained master‟s degrees and 17 held terminal degrees. Of these, four were 

doctor of musical arts (DMA), three were doctor of music (DM), nine were doctor of philosophy 

(Ph.D.) in music, and one participant held a juris doctor. Thirteen participants held additional 

licenses or certifications in their related fields. All of the faculty members had been employed in 

a music-related job prior to their current position. The mean age of the faculty members was 

53.71 (SD = 7.47, range = 40 - 64). There were eight females and 14 male university faculty 

members. One of the participants was Hispanic, and 21 were White (not of Hispanic origin).   

Two music career counselors also participated in the pilot study. Music career counselors 

were active members of the Network of Music Career Development Officers (NETMCDO), and 

were employed by NASM-accredited university music departments at the time of the study. Both 

music career counselors had bachelor‟s degrees in music. One music career counselor had a 

master‟s degree in music, and the other had a master‟s degree in higher education and 

administration. Both had been employed in a music-related job prior to their current position. 

The mean age of the career counselors was 37.50 (SD = 9.19, range = 31 - 44). One music career 

counselor was female and the other was male. Both music career counselors were White (not of 

Hispanic origin).  
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Finally, 18 professional musicians were also interviewed for the pilot study. Names of 

professional musicians were obtained during interview sessions with university faculty members.  

Each faculty member was asked to recommend a professional musician from their respective 

fields that would be considered an expert, and suitable to provide information related to the 

research questions. Each of the recommended professional musicians was e-mailed to ask if they 

would be willing to participate in the study and, if so, to schedule an interview time. Each willing 

participant was called at the appointed time to conduct the interviews.  

Of the professional musicians that participated in the study, one was from music 

business/industry, two were from jazz studies, two were from composition, two were from 

theory, two were from music history and literature, two were from musical theatre, two were 

from music education, two were from music therapy, two were from performance, and one was 

from sacred music. None of the professional musicians from the field of pedagogy responded to 

the inquiry to participate in the study. Of the professional musicians that participated in the 

study, three had obtained a bachelor degree, five held master‟s degrees and 10 held terminal 

degrees. Of these, one had obtained a doctor of arts (DA), two had obtained a doctor of music 

(DM), two had obtained a doctor of musical arts (DMA) and five had obtained a doctor of 

philosophy (Ph.D.) in music. Six participants held additional licenses or certifications in their 

related fields. A total of 18 had been employed in a music-related job prior to their current 

position. Of these, nine were still employed in one or more of these positions in addition to their 

area of specialization. None of the professional musicians were currently employed in a second 

job that was unrelated to music. The mean age of the professional musicians was 49.17 (SD = 

10.24, range = 25 - 63). There were eight females and 10 male professional musicians. One of 
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the music professional musicians was Black, one was Native American, and 16 were White (not 

of Hispanic origin).  

Sampling Procedure 

 

The sampling procedure for the pilot study was identical to the procedure implemented 

for the main study, with one exception. For the pilot study, specific focus was placed on 

universities that offered two and three undergraduate music degrees except in cases where a 

particular degree was offered by a limited number of universities. Specifically, universities that 

offered the bachelor of music in pedagogy (n =19), bachelor of music in music business and/or 

music industry (n = 5), and bachelor of music in musical theatre (n =19) were selected 

specifically for these degree offerings.  

An initial e-mail inquiry was sent out to 109 potential respondents. A follow-up e-mail 

was sent to non-respondents after a period of two weeks. After an additional two-week period, 

names of non-respondents were removed from the contact list and replaced with a different 

qualified faculty member from the same area of specialization as the non-respondent. A total of 

69 university faculty members were contacted for the pilot study. Thirty-one of these faculty 

members (44.93%) did not respond to the e-mail requesting participation. In addition, 10 faculty 

members (14.49%) declined the request to participate in the study. Six faculty members (8.70%) 

indicated that they would participate but did not respond to follow-up e-mails to schedule an 

interview time. Twenty-two university faculty members (31.88%) participated in the pilot study. 

A total of six career counselors were contacted for the pilot study. One career counselor 

(16.67%) did not respond to the initial e-mail or the follow-up e-mail. Three career counselors 

(50%) declined to participate in the study. Two career counselors (33.33%) participated in the 

pilot study. A total of 34 professional musicians were recommended by the university faculty 
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members. Eleven of the professional musicians (32.35%) did not respond to the initial e-mail or 

the follow-up request. In addition, five professional musicians (14.71%) declined to participate 

in the study. A total of 18 professional musicians (52.94%) participated in the pilot study.  

Changes Made to the Interview Schedule  

Based on the pilot study, one change was made concerning participant selection for the 

main study. Three participant subgroups were chosen for the pilot study: university faculty 

members, professional music career counselors, and professional musicians. The pilot study 

revealed that it would be impractical to seek input from music career counselors. At the time of 

the study, there were 56 institutions and organizations listed on the NETMCDO on-line active 

members list. Thirty-eight organizations were excluded from participation in the study because 

they were not colleges or universities, or because they were not accredited by NASM. The initial 

contact with music career counselors from the remaining 18 institutions revealed that many 

people whose names appeared on the NETMCDO mailing list were not full-time music career 

counselors. Many NETMCDO members were either academic advisors, deans or other 

administrative level positions, or music faculty members with an interest in music careers. 

Moreover, some of the remaining members were fine-arts career advisors that, while responsible 

for advising music students, held specializations in other areas. Because of the insufficient size 

of the remaining subgroup of professional music career counselors, this subgroup was removed 

from participation in the main study.  

 In addition to this change made to participant selection, changes were also made to the 

interview schedule for university faculty members. One question was removed from the 

interview schedule because it did not provide any usable data. The question that was removed the 

interview schedule asked participants to identify any careers in their fields that may be less well-



125 

known to people other than professionals in that field. This question was confusing to most 

participants and did not provide any usable data. All participants that were able to answer the 

question answered “no.”  

Finally, six questions were reworded for clarity. Of these, one question in the 

demographics section of all three forms of the interview schedule was intended to identify the 

degree to which participants were forced to seek employment other than music to support their 

professional musical endeavors. Many of the participants provided information about temporary 

jobs that they held in high school or college, rather than discussing jobs that supported them as 

professional musicians. This question was reworded to state “As a professional musician, have 

you held any jobs that were unrelated to music to support your musical endeavors?”  

Next, it was necessary to reword the question asking university faculty members to 

recommend professional musicians in their fields. In the pilot study, each music faculty member 

was asked to recommend up to three professional musicians who they would consider an expert 

in their respective fields and who could provide additional information related to the study. Of 

the 18 professional musicians that participated in the pilot study 13 were employed as full-time 

faculty members in university departments and 5 held employment other than in colleges or 

universities. Many university faculty members stated that almost all careers in their respective 

fields were university teaching positions and that it would be difficult to find professionals that 

were unaffiliated with a college or university. This trend was noticed in all fields, but was 

especially evident in Theory, History, Composition, and Performance. Therefore, the question 

was reworded to ask for recommendations of professional musicians in each field that were not 

employed by a college or university in either full-time or part-time status.  
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In section two of the interview schedule, one question asked participants to identify the 

most professionally rewarding aspects of their jobs. As the purpose of this question was to 

address the specific music career field rather than the participant‟s specific job, the wording was 

changed from “your job” to “_________ (career field).” A question in the demographics section 

of the interview schedule asked participants to state how many years of experience they had as a 

professional musician. Participants did not know how to answer the question or what qualified 

them as “professional musicians.” The question was reworded to state: “How many total years of 

professional experience do you have?” The last two questions that were reworded asked 

participants to identify the musically and non-musically appealing aspects of their music career 

field. The intent of this question was to gather information related to the musical and non-

musical interests that may direct a person to a particular music career. Many participants asked 

for clarification of this question and were able to provide clearer answers when the word 

“interests” was used. Therefore the questions were reworded to state “What musical interests 

typically direct people to this career field?” and “What other, non-musical interests may also lead 

people to this career field?” Once these changes were made, the interview schedule was ready for 

the main study.   

Reliability  

Following each interview session, a typed transcript was e-mailed to the participant to 

conduct member checks. Some of the university faculty members provided additional contact 

information for the professional musicians that were recommended during interview sessions. 

Other minor changes were suggested concerning word choice, spelling of names mentioned 

during the interviews, and punctuation. During one interview session, the function of the 

participant‟s office phone was intermittent resulting in long-pauses of silence. These moments 
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were represented on the typed transcript with a horizontal line in the text. The participant 

provided the missing information during the member check. No significant changes were 

suggested by research participants concerning music career availability or traits for career 

compatibility.  

Following the member checks, data from the transcripts were coded into five themes for 

each of the 11 NASM-accredited undergraduate music degrees: 1) Recommended musical and 

non-musical skills, 2) Recommended musical and non-musical interests, 3) Rewarding musical 

and personal/professional aspects of the job, 4) Recommended personal characteristics and 

additional traits, and 5) Music careers related to NASM-accredited music degree. Original 

transcriptions of the interview sessions and the themed data listings were given to a sociologist 

with extensive experience in interview research who was asked to compare the data in the 

themes with the typed transcriptions. The sociologist confirmed that the content of the interview 

transcriptions thoroughly and accurately represented the themed categorizations.  

Data Analysis 

Data were analyzed using frequency counts gathered from the interview responses. Data 

in each of the five themes were: 1) Recommended musical and non-musical skills, 2) 

Recommended musical and non-musical interests, 3) Rewarding musical and 

personal/professional aspects of the job, 4) Recommended personal characteristics and additional  

traits, and 5) Music careers related to NASM-accredited music degree. Data were synthesized 

and participants‟ responses were ordered hierarchically, from the most frequently cited responses 

to the least frequently cited responses.  
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CHAPTER 4 

RESULTS 

The purpose of this study was to identify the music careers available to students who 

graduated with a bachelor‟s degree in music, and the skills, interests, work-values, and personal 

characteristics that may determine a person‟s compatibility with those music careers. Data were 

collected through semi-structured interviews with university faculty members from each of the 

12 National Association of Schools of Music (NASM)-accredited undergraduate music degrees, 

and professional musicians that were recommended by university faculty members. At the time 

of the study, there was no university that offered a bachelor of music in electrical 

engineering/recording technology. Therefore this degree was excluded from the current study. 

Results are presented for each research question and are organized by the remaining 11 

undergraduate music degrees. This chapter presents the findings of the study and is organized by 

the five research questions, and the 11 undergraduate music degrees within each research 

question.  

It should be noted that in some cases, participants provided multiple responses to a 

question, resulting in a greater number of responses than participants. In other cases, participants 

provided no responses, resulting in a smaller number of responses than participants. Therefore 

the number of responses to each question may not be equal to the number of participants in the 

corresponding subgroup. Responses that were cited by two or more participants in each subgroup 

are listed in the text in order of the greatest number of responses to the least number of 

responses. All responses are listed hierarchically in the tables in order of the greatest number of 

responses to the least number of responses. Sections that list more than one most commonly cited 
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response indicate that there was a tie of two or more responses that were most commonly cited 

by participants in that subgroup.  

Question 1: What skills are recommended for music career compatibility?  

a. What musical skills are recommended? 

b. What non-musical skills are recommended?  

 

The most frequently cited musical skill across all participants in the current study was 

performance ability in one‟s primary area (n = 52). Participants in the performance and jazz 

studies subgroup cited mastery of the instrument or voice (n = 9); sacred music participants cited 

overall performance ability (n = 7); pedagogy participants cited proficiency at the keyboard (n = 

7); musical theatre participants cited singing ability (n = 5); and music business participants cited 

piano or other instrument skill (n = 3). Participants in all other subgroups cited competency in a 

primary performance area (n = 21).  

The most commonly cited non-musical skill across all participants in the current study 

was people skills (n =39). According to participants in the current study, the saturated job market 

for musicians, particularly in performance-related careers, was the primary justification for the 

prioritization of people skills over other traits for music career suitability. One participant from 

the jazz studies subgroup suggested that there may be any number of people with the necessary 

skills to play a particular part. Therefore, according to this participant, many musicians rely on 

people skills to build personal and professional connections that may lead to employment. 

Another participant in the jazz studies subgroup noted that a person‟s reputation as a performer 

and as a player can spread very quickly in the jazz world, and it may be difficult for musicians 

with questionable reputations to find work. A participant from the performance subgroup 

confirmed this statement by suggesting that a musician‟s ability to work with people may keep 

some musicians from maintaining steady employment as a musician. A participant in the musical 
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theatre subgroup noted that there were excessive numbers of professional struggles in musical 

theatre without the added aggravation of dealing with people that lacked rudimentary people 

skills.  

An additional non-musical skill that was commonly cited was business skills (n = 33). 

Specifically, business skills were cited by participants in the performance, composition, jazz 

studies, pedagogy, musical theatre, and music business/industry subgroups. The five main 

business skills that were discussed by  participants in these subgroups were general business 

skills (n = 10), entrepreneurialism (n = 8), accounting (n = 7), self-promotion or self-marketing 

(n = 6), and dealing with contracts (n = 2).  

Performance 

 There were seven participants in the performance subgroup. Six of the participants were 

university faculty members, and two were professional musicians. In the performance subgroup, 

it was necessary to provide further delineation in the selection criteria for university faculty 

members to ensure a heterogeneous representation of career possibilities. Therefore, one 

participant was selected from each of the six performance areas represented within the 

population of performance faculty members: 1) percussion, 2) classical guitar, 3) woodwind, 4) 

brass, 5) voice, and 6) orchestral string.  

There were 10 musical skills and six non-musical skills cited by participants in the 

performance subgroup. The most commonly cited musical skill was mastery of the instrument or 

voice. This was followed by general musicianship, ability to perform in multiple styles, musical 

accuracy, ear training/aural skills, and sight reading/ability to read music. The most commonly 

cited non-musical skill was people skills. This was followed by teaching/pedagogical skills, and 



131 

business/entrepreneurial skills. All musical and non-musical skills that were cited by participants 

in the performance subgroup are included in Table 1. 

Table 1 

Musical and Non-Musical Skills in the Performance Subgroup  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Theory 

 

 There were six participants in the music theory subgroup. All theory participants were 

university faculty members. There were seven musical skills and six non-musical skills cited by 

participants in the theory subgroup. The most commonly cited musical skills were theory and 

analysis skills, and proficiency at the keyboard. These were followed by ear training/aural skills, 

composition, sight reading, and competency in a primary performance area. The most commonly 

cited non-musical skill was teaching skills. This was followed by communication skills, people 

Musical skills n Non-musical skills n 

Mastery of the instrument/voice 5 People skills 4 

General musicianship 3 Teaching/pedagogical skills 2 

Ability to perform in multiple styles 3 Business/entrepreneurial skills 2 

Musical accuracy 2 Ability to compete 1 

Ear training/aural skills 2 Time management 1 

Sight reading/ability to read music 2 Team work 1 

Musical creativity 1   

Ability to prepare one‟s part 1   

Knowledge of the instrument 1   

Longevity  1   
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skills, critical thinking, and computer skills. All musical and non-musical skills that were cited 

by participants in the theory subgroup are included in Table 2. 

Table 2 

Musical and Non-Musical Skills in the Theory Subgroup 

 

 

 

 

 

 

 

 

 

Composition 

 There were seven participants in the composition subgroup. Six of the participants were 

university faculty members and one was a professional musician. There were 11 musical skills 

and seven non-musical skills cited by participants in the composition subgroup. The most 

commonly-cited musical skill was competency in a primary performance area. This was 

followed by knowledge of music theory, aural skills, knowledge of multiple styles of music, 

orchestration, counterpoint, and innate composing skill. The most commonly cited non-musical 

skills were entrepreneurial skills, and people skills. All musical and non-musical skills that were 

cited by participants in the composition subgroup are included in Table 3. 

 

Musical skills n Non-musical skills n 

Theory and analysis skills 4 Teaching skills 4 

Proficiency at the keyboard 4 Communication skills  3 

Ear training/aural skills 2 People skills  2 

Composition 2 Critical thinking  2 

Sight reading 2 Computer skills 2 

Competency in a primary performance area 2 Reading skills 1 

Knowledge of music history 1   
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Table 3 

Musical and Non-Musical Skills in the Composition Subgroup  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Music History and Literature  

 

  There were six participants in the music history and literature subgroup. All music history 

and literature participants were university faculty members. There were 12 musical skills and 14 

non-musical skills cited by participants in the music history and literature subgroup. The most 

commonly cited musical skill was music theory/analysis. This was followed by score reading, 

competency in a primary performance area, proficiency at the keyboard, and conducting. The 

most commonly cited non-musical skills were knowledge of history, and writing skills. These 

were followed by facility with multiple languages, research skills, knowledge of visual arts, 

Musical skills n Non-musical skills n 

Competency in a primary performance area 5 Entrepreneurial skills 3 

Knowledge of music theory 3 People skills 3 

Aural skills 3 Organization 1 

Knowledge of multiple styles of music 3 Technology 1 

Orchestration 2 Business acumen 1 

Counterpoint 2 Analytical mind 1 

Innate composing skill 2 Math  1 

Music technology 1   

Keyboard proficiency 1   

Sense of musical identity  1   

Knowledge of music history 1   
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reading skills, people skills, and public speaking. All musical and non-musical skills that were 

cited by participants in the music history and literature subgroup are included in Table 4. 

Table 4 

Musical and Non-Musical Skills in the Music History and Literature Subgroup  

 

Sacred Music 

There were eight participants in the sacred music subgroup. Six of the participants were 

university faculty members and two were professional musicians. There were 13 musical skills 

Musical skills n Non-musical skills n 

Music theory/analysis 5 Knowledge of world history  4 

Score reading 4 Writing skills  4 

Competency in a primary performance area  3 Facility with multiple languages  3 

Proficiency at the keyboard  2 Research skills  3 

Conducting  2 Knowledge of visual arts  2 

Ability to read music from all time periods 1 Reading skills  2 

Vocal ability 1 People skills  2 

Knowledge of counterpoint 1 Public speaking  2 

Orchestration 1 Knowledge of world literature  1 

Knowledge of acoustics 1 Math skills 1 

Aural Skills 1 Teaching skills 1 

Sight-reading skills 1 Analytical skills 1 

  Philosophy 1 

  Knowledge of church history 1 
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and 12 non-musical skills cited by participants in the sacred music subgroup. The most 

commonly cited musical skill was performance skills. This was followed by conducting, 

proficiency at the keyboard, knowledge of music theory, knowledge of church music history, 

composing or arranging, singing, aural skills, ability to read music, knowledge of music history, 

and knowledge of the related repertoire. The most commonly cited non-musical skill was people 

skills. This was followed by theology, communication skills, administrative skills, and 

psychology. All musical and non-musical skills that were cited by participants in the sacred 

music subgroup are included in Table 5. 

Table 5 

Musical and Non-Musical Skills in the Sacred Music Subgroup  

 

 

 

Musical skills n Non-musical skills n 

Performance skills  7 People skills  7 

Conducting  6 Theology  4 

Proficiency at the keyboard  5 Communication skills  2 

Knowledge of music theory  4 Administrative skills  2 

Knowledge of church music history  3 Psychology  2 

Composing or arranging  3 Organization 1 

Singing 2 Understanding of group dynamics 1 

Aural skills  2 Sociology 1 

Ability to read music  2 Knowledge of sound systems 1 

Knowledge of music history  2 Strong liberal arts foundation 1 

Knowledge of the related repertoire  2 Knowledge of church history 1 

Guitar proficiency  1 Ministry and counseling  1 

Understanding of performance requirements  1   
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Jazz Studies 

There were six participants in the jazz studies subgroup. All jazz studies participants were 

university faculty members. There were 13 musical skills and 14 non-musical skills cited by 

participants in the jazz studies subgroup. The most commonly cited musical skill was mastery of 

the instrument. This was followed by composing/arranging, sight-reading, ear training/aural 

skills, and knowledge of music theory. The most commonly cited non-musical skill was people 

skills. This was followed by entrepreneurial skills, sense of professionalism, knowledge of music 

business, communication skills, organizational skills, pedagogy, and accounting. All musical and 

non-musical skills that were cited by participants in the jazz studies subgroup are included in 

Table 6. 

Table 6 

Musical and Non-Musical Skills in the Jazz Studies Subgroup  

Musical skills n Non-musical skills n 

Mastery of the instrument  4 People skills  4 

Composing/arranging  3 Entrepreneurial skills  3 

Sight-reading  2 Sense of professionalism  3 

Ear training/aural skills  2 Knowledge of music business  2 

Knowledge of music theory 2 Communication skills  2 

Ability to perform in multiple styles 1 Organizational skills  2 

Musical intuition  1 Pedagogy  2 

Ability to improvise  1 Accounting  2 

Piano skills 1 General academic skill 1 

Ability to play more than one instrument  1 Languages 1 

Musical creativity 1 Networking 1 

Fluency in the vocabulary of jazz 1 Knowledge of world culture 1 

Knowledge of the repertoire 1 Knowledge of psychology 1 

  Technology and computer skill 1 
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Pedagogy 

 There were eight participants in the pedagogy subgroup. Six participants were university 

faculty members and two were professional musicians. In the pedagogy subgroup, it was 

necessary to provide further delineation in the selection criteria for university faculty members to 

ensure a heterogeneous representation of career possibilities. The primary instrument for most 

NASM-accredited undergraduate pedagogy programs was piano. There were a smaller number 

of pedagogy programs for string players, and these programs were commonly associated with 

Suzuki pedagogy. Therefore, seven of the participants in the study taught in piano pedagogy 

programs, and one participant taught in a string pedagogy program. This participant was a 

certified Suzuki teacher. 

There were 11 musical skills and nine non-musical skills cited by participants in the 

pedagogy subgroup. The most commonly cited musical skill was proficiency at the keyboard. 

This was followed by knowledge of the repertoire, and singing ability. The most commonly cited 

non-musical skills were organization, people skills, and ability to understand students. These 

were followed by business skills, teaching skills, and communication skills. All musical and non-

musical skills that were cited by participants in the pedagogy subgroup are included in Table 7. 
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Table 7 

Musical and Non-Musical Skills in the Pedagogy Subgroup  

 

Musical Theatre 

 There were eight participants in the musical theatre subgroup. Six participants were 

university faculty members and two were professional musicians. There were 11 musical skills 

and 13 non-musical skills cited by participants in the musical theatre subgroup. The most 

commonly cited musical skill was singing/vocal ability. This was followed by knowledge of 

music theory, proficiency at the keyboard, knowledge of the repertoire for one‟s voice part, 

ability to memorize a part quickly, ability to read music, and the ability to perform the role for 

which one is typed. The most commonly cited non-musical skill was acting ability. This was 

Musical skills n Non-musical skills n 

Proficiency at the keyboard 7 Organization  4 

Knowledge of the repertoire 3 People skills  4 

Singing ability 2 Ability to understand students  4 

Improvisation 1 Business skills  3 

Realization of harmonization 1 Teaching skills  2 

Ear training/aural skill 1 Communication skills  2 

Musical diversity 1 Professionalism 1 

Knowledge of music theory 1 Technology 1 

Ability to read music 1 Marketing 1 

Ability to memorize music 1   

Knowledge of music history  1   
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followed by dance ability, professionalism, people skills, auditioning skills, communication 

skills, ability to interpret contracts, ability to analyze a role, and self promotion/marketing. All 

musical and non-musical skills that were cited by participants in the musical theatre subgroup are 

included in Table 8. 

Table 8 

Musical and Non-Musical Skills in the Musical Theatre Subgroup  

 

 

 

Musical skills n Non-musical skills n 

Singing/vocal ability  5 Acting ability  6 

Knowledge of music theory  3 Dance ability  5 

Proficiency at the keyboard  3 Professionalism  3 

Knowledge of related repertoire  3 People skills  3 

Ability to memorize a part quickly  3 Auditioning skills  2 

Ability to read music  3 Communication skills  2 

Ability to perform roles for one‟s type 2 Ability to interpret contracts   2 

Ability to play an instrument 1 Ability to analyze a role  2 

Conducting 1 Self promotion/marketing 2 

Aural Skills 1 Writing skills 1 

Overall talent 1 Research 1 

  Knowledge of related technical jobs 1 

  Accounting skills 1 
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Music Business/Industry 

 There were seven participants in the music business/industry subgroup. Six participants 

were university faculty members and one was a professional musician. There were eight musical 

skills and six non-musical skills cited by participants in the music business/industry subgroup. 

The most commonly cited musical skill was a good ear/overall understanding of what sounds 

good. This was followed by piano or other instrument skill, knowledge of music theory, and 

knowledge of music history. The most commonly cited non-musical skills were a basic 

understanding of business practices, and finances/accounting. These were followed by an 

understanding of copyright law, communication skills, and marketing. All musical and non-

musical skills that were cited by participants in the music business/industry subgroup are 

included in Table 9. 

Table 9 

Musical and Non-Musical Skills in the Music Business/Industry Subgroup  

 

 

 

 

 

 

 

 

 

 

 

Musical skills n Non-musical skills n 

Understanding of what sounds good  4 Business acumen   4 

Piano or other instrument skill  3 Finances/accounting 4 

Knowledge of music theory  3 Understanding of copyright law  2 

Knowledge of music history  3 Communication skills  2 

Knowledge of the current market  1 Marketing  2 

Understanding of performer‟s issues 1 Technology 1 

Talent or the ability to fake it 1   

Singing  1   
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Music Therapy  

 There were eight participants in the music therapy subgroup. Six participants were 

university faculty members and two were professional musicians. There were 10 musical skills 

and 12 non-musical skills cited by participants in the music therapy. The most commonly cited 

musical skill was guitar proficiency. This was followed by proficiency at the keyboard, vocal 

proficiency competency in a performance area percussion proficiency, and improvisation. The 

most commonly cited non-musical skills were people skills, and communication skills. These 

were followed by diagnostic assessment skills, writing (documentation) skills, ability to work 

with special-needs people, and speaking ability. All musical and non-musical skills that were 

cited by participants in the music therapy subgroup are included in Table 10. 

Table 10 

Musical and Non-Musical Skills in the Music Therapy Subgroup  

 

Musical skills n Non-musical skills n 

Guitar proficiency  8 People skills  5 

Proficiency at the keyboard  7 Communication skills  5 

Vocal proficiency  6 Diagnostic assessment skills  4 

Competency in a performance area  5 Writing (documentation) skills  4 

Percussion proficiency  5 Ability to work with special needs people 3 

Improvisation  4 Speaking ability  2 

Knowledge of music acoustics 1 Knowledge of psychology 1 

Movement and dance  1 Ability to multitask 1 

Transposition  1 Quick thinking/adaptability  1 

Knowledge of instruments  1 Behavior management 1 

  Research skill 1 

  Ability to integrate music with personal life 1 
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Music Education 

There were eight participants in the music education subgroup. Six participants were 

university faculty members and two were professional musicians. There were 17 musical skills 

and 10 non-musical skills cited by participants in the music education subgroup. The most 

commonly cited musical skill was competency in a primary performance area. This was followed 

by strong overall musical skills, knowledge of related literature, singing skills, proficiency at the 

keyboard, proficiency in a secondary area, knowledge of instrumental/vocal pedagogy, 

knowledge of music history, knowledge of music theory, ability to read music, sight singing, 

good sense of rhythm, ear training/aural skills, and conducting. The most commonly cited non-

musical skill was people skills. This was followed by organization, classroom management, and 

communication skills. All musical and non-musical skills that were cited by participants in the 

music education subgroup are included in Table 11. 
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Table 11 

Musical and Non-Musical Skills in the Music Education Subgroup  

 

 

 

Musical skills n Non-musical skills n 

Competency in a primary performance area  6 People skills  5 

Strong overall musical skills  4 Organization  4 

Knowledge of related literature  3 Classroom management  3 

Singing skills 2 Communication skills  2 

Proficiency at the keyboard  2 Overall academic ability  1 

Proficiency in a secondary area  2 Ability to relate to students 1 

Knowledge of instrumental/vocal pedagogy  2 Research skill 1 

Knowledge of music history  2 Teaching skill 1 

Knowledge of music theory  2 Knowledge of child development 1 

Ability to read music  2 Time management  1 

Sight singing  2   

Good sense of rhythm  2   

Ear training/aural skills  2   

Conducting  2   

Error detection 1   

Guitar proficiency 1   

Movement 1   
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Question 2: What interests are recommended for music career compatibility? 

a. What musical interests are recommended? 

b. What non-musical interests are recommended?  

 

The most commonly cited musical interest across all participants in the current study was 

exposure through high school performing ensembles (n = 21). Although evident in most 

subgroups, this interest was more common in the musical theatre and music education 

subgroups. Sacred music participants also cited exposure through church music programs (n = 

8). The most commonly cited non-musical interest across all participants in the current study was 

working with people (n = 12). Specifically, working with people was cited by participants in the 

sacred music (n = 1) and pedagogy (n = 3) subgroups; working with special populations was 

cited by participants in the music therapy subgroup (n = 4); and sharing knowledge with people 

(n = 2), and helping people (n = 2) were cited by participants in the music education subgroup. 

Performance 

There were seven musical interests and two non-musical interests cited by participants in 

the performance subgroup (n = 7). The most commonly cited musical interest was a love of 

music. This was followed by a love of a particular genre, desire to perform, and exposure 

through high school performing ensembles. The most commonly cited non-musical interest was 

a desire to be on stage. All musical and non-musical interests that were cited by participants in 

the performance subgroup are included in Table 12. 
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Table 12 

Musical and Non-Musical Interests in the Performance Subgroup  

 

Music Theory 

 There were five musical interests and four non-musical interests cited by participants in 

the music theory subgroup (n = 6). The most commonly cited musical interest was an interest in 

the way music is put together and how it works. This was followed by an interest in composition, 

and teaching at the college level. The most commonly cited non-musical interest was an interest 

in math. All musical and non-musical interests that were cited by participants in the music theory 

subgroup are included in Table 13.  

Table 13 

Musical and Non-Musical Interests in the Theory Subgroup  

Musical interests n Non-musical interests n 

Love of music  3 Desire to be on stage  3 

Love of a particular genre  2 Using music to help others 1 

Desire to perform  2   

Exposure through high school performing ensembles  2   

Desire to sound like a reputable performer  1   

Interest in teaching 1   

Interest in a particular instrument  1   

Musical interests n Non-musical interests n 

The way music is put together and how it works 3 Math  2 

Composition  2 Analytical tasks 1 

Teaching at the college level  2 Teaching 1 

Exposure through college theory courses 1 Technology 1 

Exposure through high school performing ensembles  1   
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Composition 

There were nine musical interests and nine non-musical interests cited by participants in 

the composition subgroup (n = 7). The most commonly cited musical interest was an interest in 

creating new music. This was followed by exposure through experience in high school 

performing ensembles. The most commonly cited non-musical interest was visual arts. All 

musical and non-musical interests that were cited by participants in the composition subgroup 

are included in Table 14. 

Table 14 

Musical and Non-Musical Interests in the Composition Subgroup  

 

Music History and Literature 

 There were seven musical interests and 11 non-musical interests cited by participants in 

the music history and literature subgroup (n = 6). The most commonly cited musical interest was 

an interest in the performance contexts of music. This was followed by historical performance 

Musical interests n Non-musical interests n 

Creating new music  4 Visual arts  2 

Exposure through high school performing ensembles  2 Creating original works 1 

Avant-garde music 1 Theatre 1 

Teaching and discussing compositions 1 Poetry 1 

Popular music 1 Broad overall interests 1 

Love of music 1 History 1 

Music history 1 Religion 1 

Collaboration with performers 1 Psychology 1 

Innate desire to express one‟s self 1 Philosophy 1 
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practice, an interest in a particular composer or genre, and an interest in the “why” of music. The 

most commonly-cited non-musical interests were history, and sociology. These were followed by 

an interest in literature. All musical and non-musical interests that were cited by participants in 

the music history and literature subgroup are included in Table 15. 

Table 15 

Musical and Non-Musical Interests in the Music History and Literature Subgroup  

 

 

 

 

 

 

 

 

 

 

 

 

 

Sacred Music 

There were two musical interests and three non-musical interests cited by participants in 

the sacred music subgroup (n = 8). The most commonly cited musical interest was exposure 

through church music programs. The most commonly cited non-musical interest was a spiritual 

Musical interests n Non-musical interests n 

Performance contexts of music  3 History  3 

Historical performance practice 2 Sociology  3 

A particular composer or genre  2 Literature 2 

The “why” of music 2 Theology 1 

Organology 1 Aesthetics 1 

Transcription 1 Politics 1 

Listening 1 Research 1 

  Anthropology  1 

  Technology 1 

  Music business 1 

  Visual arts  1 
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calling to the profession. This was followed by religion/theology. All musical and non-musical 

interests that were cited by participants in the sacred music subgroup are included in Table 16. 

Table 16 

Musical and Non-Musical Interests in the Sacred Music Subgroup  

 

Jazz Studies 

There were four musical interests and four non-musical interests cited by participants in 

the jazz studies subgroup (n = 6). The most commonly cited musical interest was the desire to 

express one‟s self through jazz music. This was followed by the love of jazz genres, and 

exposure through high school performing ensembles. The most commonly cited non-musical 

interest was the environment of jazz culture. All musical and non-musical interests that were 

cited by participants in the jazz studies subgroup are included in Table 17. 

Table 17 

Musical and Non-Musical Interests in the Jazz Studies Subgroup  

Musical interests n Non-musical interests n 

Exposure through church music programs  5 Spiritual calling to the profession 8 

Using music in a ministry setting 1 Religion/theology 3 

  Working with people 1 

Musical interests n Non-musical interests n 

Desire to express one‟s self through jazz music  3 Environment of jazz culture  2 

Love of jazz genres  2 Production of jazz music 1 

Exposure through high school performing ensembles  2 Ability to use one‟s skills 1 

Multifaceted nature of jazz music 1 Travel  1 
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Pedagogy  

There were three musical interests and six non-musical interests cited by participants in 

the pedagogy subgroup (n = 8). The most commonly cited musical interest was performing. The 

most commonly cited non-musical interests were working with people, and teaching. All musical 

and non-musical interests that were cited by participants in the pedagogy subgroup are included 

in Table 18. 

Table 18 

Musical and Non-Musical Interests in the Pedagogy Subgroup  

 

Musical Theatre  

There were five musical interests and two non-musical interests cited by participants in 

the musical theatre subgroup (n = 8). The most commonly cited musical interest was singing. 

This was followed by movement and dance, exposure through school performance opportunities, 

the marriage of the arts, and a love of the genre. The most commonly cited non-musical interest 

was acting. All musical and non-musical interests that were cited by participants in the musical 

theatre subgroup are included in Table 19. 

Musical interests n Non-musical interests n 

Performing  4 Working with people  3 

Helping others understand music 1 Teaching  3 

Interest in the piano 1 Career independence  1 

  Desire to work at home 1 

  Continuing the musical tradition 1 

  Related technology  1 
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Table 19 

Musical and Non-Musical Interests in the Musical Theatre Subgroup  

 

Music Business/Industry 

 There were four musical interests and three non-musical interests cited by participants in 

the music business/industry subgroup (n = 7). The most commonly cited musical interest was a 

love of popular music genres. This was followed by an interest in creating popular music. The 

most commonly cited non-musical interest was an interest in technology. All musical and non-

musical interests that were cited by participants in the music business/industry subgroup are 

included in Table 20. 

Table 20 

Musical and Non-Musical Interests in the Music Business/Industry Subgroup  

Musical interests n Non-musical interests n 

Singing  5 Acting  4 

Movement and dance  4 Atmosphere of musical theatre 1 

Exposure through school performance opportunities  4   

Marriage of the arts  2   

Love of the genre  2   

Musical interests n Non-musical interests n 

Love of popular music genres  6 Technology  2 

Creating popular music  4 Unconventional careers 1 

Many types of music  1 Behind the scenes of popular music  1 

Recording 1   
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Music Therapy 

There were four musical interests and eight non-musical interests cited by participants in 

the music therapy subgroup (n = 8). The most commonly cited musical interest was a desire to 

help others through music. This was followed by general interest in music, and exposure through 

high school ensembles. The most commonly cited non-musical interest was an interest in 

working with special populations. This was followed by an interest in psychology, helping a 

special-needs friend or family member, and medicine. All musical and non-musical interests that 

were cited by participants in the music therapy subgroup are included in Table 21. 

Table 21 

Musical and Non-Musical Interests in the Music Therapy Subgroup  

 

 

 

 

Musical interests n Non-musical interests n 

Desire to help others through music 8 Working with special populations  4 

General interest in music  4 Psychology  3 

Exposure through high school ensembles  2 Helping special-needs friend/family   3 

Desire to stay involved with music 1 Medicine  2 

  Service careers  1 

  Relationship with clients 1 

  Psychology in music  1 

  Human behavior  1 
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Music Education 

There was one musical interest and four non-musical interests cited by participants in the 

music education subgroup (n = 8). The most commonly cited musical interest was good high 

school ensemble experiences. The most commonly cited non-musical interests were sharing 

knowledge with people, and helping people. All musical and non-musical interests that were 

cited by participants in the music education subgroup are included in Table 22. 

Table 22 

Musical and Non-Musical Interests in the Music Education Subgroup  

 

 

Question 3: What work values are revealed through the most rewarding aspects of music careers?  

a. What are the most musically rewarding aspects of music careers? 

b. What are the most personally or professionally rewarding aspects of music careers? 

 

The most commonly cited rewarding aspect across all participants in the current study 

was helping others (n = 16).  Participants commonly noted that it was difficult to separate 

musically rewarding from personally/professionally rewarding. One participant in the 

performance subgroup stated, “Musically rewarding is professionally rewarding.” Therefore, 

there were many rewarding aspects that were cited as musically rewarding and as 

personally/professionally rewarding aspects for music careers. Other rewarding aspects that were 

Musical interests n Non-musical interests n 

Good high school ensemble experiences  8 Sharing knowledge with people  2 

  Helping people  2 

  Job stability  1 

  Teaching  1 
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commonly cited across all participants in the current study were supporting yourself doing what 

you love (n = 7), performing (n = 7), and audience/peer recognition (n = 6).   

Performance 

There were six musically rewarding aspects and six personally/professionally rewarding 

aspects cited by participants in this subgroup (n = 7). The most commonly cited musically 

rewarding aspects were audience response, and producing beautiful music (performing). The 

most commonly cited personally/professionally rewarding aspect was inspiring others through 

music. All musically rewarding and personally/professionally rewarding aspects that were cited 

by participants in the performance subgroup are included in Table 23. 

Table 23 

Musically and Personally/Professionally Rewarding Aspects in the Performance Subgroup  

 

Music Theory 

There were six musically rewarding aspects and three personally/professionally 

rewarding aspects cited by participants in the theory subgroup (n = 6). The most commonly cited 

musically rewarding aspect was the opportunity to stay involved with music. This was followed 

Musically Rewarding n Personally/Professionally Rewarding n 

Audience response  2 Inspiring others through music  3 

Producing beautiful music (performing) 2 Travel 1 

Performing the works of great composers 1 Ability to perform at a high level 1 

Performing with great musicians 1 Teaching 1 

Working with composers 1 Supporting yourself doing what you love 1 

The rehearsal process 1 Music is professionally rewarding  1 
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by teaching, and helping people understand music. The most commonly cited 

personally/professionally rewarding aspect was teaching at the college level. All musically 

rewarding and personally/professionally rewarding aspects that were cited by participants in the 

music theory subgroup are included in Table 24. 

Table 24 

Musically and Personally/Professionally Rewarding Aspects in the Theory Subgroup  

 

Composition 

There were seven musically rewarding aspects and four personally/professionally aspects 

cited by participants in the composition subgroup (n = 7). The most commonly cited musically 

rewarding aspects were producing artistic works, hearing one‟s music performed, self discover, 

and the creative process. The most commonly cited personally/professionally rewarding aspect 

was peer recognition. This was followed by seeing musicians‟ desire to learn one‟s music. All 

musically rewarding and personally/professionally rewarding aspects that were cited by 

participants in the music composition subgroup are included in Table 25. 

 

Musically Rewarding n Personally/Professionally Rewarding n 

Opportunity to stay involved with music 3 Teaching at the college level 3 

Teaching  2 Using  theory to improve performance  1 

Helping people understand music  2 Supporting yourself doing what you love 1 

Working with talented musicians  1   

Ability to be creative  1   

Helping performers understand their music  1   
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Table 25 

Musically and Personally/Professionally Rewarding Aspects in the Composition Subgroup  

 

Music History and Literature 

There were five musically rewarding aspects and eight personally/professionally 

rewarding aspects cited by participants in the music history and literature subgroup (n = 6). The 

most commonly cited musically rewarding aspect was the ability to answer questions about 

music. This was followed by the ability to pursue one‟s research interests, and having access to a 

wide variety of musical resources. The most commonly cited personally/professionally 

rewarding aspects were sharing original research, and learning from colleagues. All musically 

rewarding and personally/professionally rewarding aspects that were cited by participants in the 

music history and literature subgroup are included in Table 26. 

  

Musically Rewarding n Personally/Professionally Rewarding n 

Producing artistic works  2 Peer recognition  3 

Hearing one‟s music performed  2 Seeing musicians‟ desire to learn one‟s music  2 

Self discovery  2 Leaving one‟s mark 1 

Creative process  2 World premiers  1 

Audience feedback 1   

Academic success 1   

Ability to continue improving  1   
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Table 26 

Musically and Personally/Professionally Rewarding Aspects in the Music History and Literature 

Subgroup  

 

Sacred Music 

There were five musically rewarding aspects and six personally/professionally rewarding 

aspects cited by participants in the sacred music subgroup (n = 8). The most commonly cited 

musically rewarding aspect was seeing other people‟s skills develop. The most commonly cited 

personally/professionally rewarding aspect was helping others feel successful. This was followed 

by supporting other church ministries, and professional rewards are not a priority. All musically 

rewarding and personally/professionally rewarding aspects that were cited by participants in the 

sacred music subgroup are included in Table 27. 

 

  

Musically Rewarding n Personally/Professionally Rewarding n 

Ability to answer questions about music  5 Sharing original research  2 

Ability to pursue one‟s research interests  2 Learning from colleagues  2 

Access to a variety of musical resources  2 Understanding the connection of all arts 1 

Producing music on period instruments  1 Solving the puzzle  1 

Relating historical and modern music  1 Supporting yourself doing what you love 1 

  Exposure to multiple cultures 1 

  Travel 1 

  Seeing students excited about the topic 1 
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Table 27 

Musically and Personally/Professionally Rewarding Aspects in the Sacred Music Subgroup  

 

Jazz Studies 

There were five musically rewarding aspects and four personally/professionally 

rewarding aspects cited by participants in the jazz studies subgroup (n = 6). The most commonly 

cited musically rewarding aspect was supporting yourself doing what you love. This was 

followed by performing with great musicians. The most commonly cited 

personally/professionally rewarding aspect was success (seeing hard work pay-off). This was 

followed by seeing students become successful, and being a part of the jazz community. All 

musically rewarding and personally/professionally rewarding aspects that were cited by 

participants in the jazz studies subgroup are included in Table 28. 

 

 

  

Musically Rewarding n Personally/Professionally Rewarding n 

Seeing other people‟s skills develop  4 Helping others feel successful  5 

Leading people in worship 1 Supporting other church ministries  2 

Musical diversity required of the job 1 Professional rewards are not a priority 2 

People coming together for a musical cause 1 Appreciation for one‟s work 1 

Time spent with people in rehearsals 1 Opportunity to study  church music  1 

  Sense of community  1 



158 

Table 28 

Musically and Personally/Professionally Rewarding Aspects in the Jazz Studies Subgroup  

 

Pedagogy 

There were three musically rewarding aspects and five personally/professionally 

rewarding aspects cited by participants in the pedagogy subgroup (n = 8). The most commonly 

cited musically rewarding aspects were sharing music with students, and seeing students 

progress. The most commonly cited personally/professionally rewarding aspect was helping 

others understand music. This was followed by and giving people skills to become successful. 

All musically rewarding and personally/professionally rewarding aspects that were cited by 

participants in the pedagogy subgroup are included in Table 29. 

Table 29 

 

Musically and Personally/Professionally Rewarding Aspects in the Pedagogy Subgroup  

Musically Rewarding n Personally/Professionally Rewarding n 

Supporting yourself doing what you love  3 Success (seeing hard work pay-off)  3 

Performing with great musicians 2 Seeing students become successful  2 

Ability to achieve one‟s musical goals 1 Being a part of the jazz community  2 

Performing in multiple styles 1 Having one‟s voice heard 1 

Improvising 1   

Musically Rewarding n Personally/Professionally Rewarding n 

Sharing music with students  5 Helping others understand music  3 

Progress  5 Giving people skills to become successful  2 

Appreciation from students/parents 1 Sense of community 1 

  Ability to perform 1 

  Supporting yourself doing what you love 1 
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Musical Theatre 

There were five musically rewarding aspects and five personally/professionally 

rewarding aspects cited by participants in this subgroup (n = 8). The most commonly cited 

musically rewarding aspect was performing the music you love. This was followed by becoming 

part of the musical theatre tradition. The most commonly cited personally/professionally 

rewarding aspects were impacting the audience, and bonds with fellow performers/sense of 

community. These were followed by actor to audience communication, and self expression 

through music. All musically rewarding and personally/professionally rewarding aspects that 

were cited by participants in the musical theatre subgroup are included in Table 30. 

Table 30 

Musically and Personally/Professionally Rewarding Aspects in the Musical Theatre Subgroup  

 

Music Business/Industry 

There were four musically rewarding aspects and five personally/professionally 

rewarding aspects cited by participants in the music business/industry subgroup (n = 7). The 

most commonly cited musically rewarding aspect was the ability to stay in close proximity to the 

stars/artists. This was followed by awards and accolades, and being involved in the creative 

Musically Rewarding n Personally/Professionally Rewarding n 

Performing the music you love  4 Impacting the audience  3 

Becoming part of the musical theatre tradition  2 Bonds with fellow performers  3 

Ability to perform a variety of music  1 Actor to audience communication 2 

Bringing a part to life 1 Self-expression through music   2 

Excitement of performance  1 Growing as a performer 1 
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process. The most commonly cited personally/professionally rewarding aspect was involvement 

with the musical community. This was followed by seeing a project from beginning to end. All 

musically rewarding and personally/professionally rewarding aspects that were cited by 

participants in the music business/industry subgroup are included in Table 31. 

 

Table 31 

Musically and Personally/Professionally Rewarding Aspects in the Music Business/Industry 

Subgroup  

  

Music Therapy 

There were seven musically rewarding aspects and eight personally/professionally 

rewarding aspects cited by participants in music therapy subgroup (n = 8). The most commonly 

cited musically rewarding aspect was helping non-musicians succeed in music. This was 

followed by the spontaneous nature of the music. The most commonly cited 

personally/professionally rewarding aspect was helping others succeed. This was followed by 

seeing clients mature over time, and building relationships with clients. All musically rewarding 

Musically Rewarding n Personally/Professionally Rewarding n 

Close proximity to the stars/artists  4 Involvement with the musical community  4 

Awards and accolades  2 Seeing a project from beginning to end 2 

Being involved in the creative process 2 Travel 1 

Performing 1 Experiencing other cultures 1 

  Helping performers fulfill their dreams 1 
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and personally/professionally rewarding aspects that were cited by participants in the music 

therapy subgroup are included in Table 32. 

Table 32 

Musically and Personally/Professionally Rewarding Aspects in the Music Therapy Subgroup  

 

Music Education 

There were five musically rewarding aspects and seven personally/professionally 

rewarding aspects cited by participants in the music education subgroup (n = 8). The most 

commonly cited musically rewarding aspects were the connection with other musicians, ability 

to continue making music, and impacting society through music. These were followed by seeing 

student musicians improve, and carrying on the tradition. The most commonly cited 

personally/professionally rewarding aspect was improving other people‟s quality of life. This 

was followed by associations with professional colleagues, and working with children. All 

Musically Rewarding n Personally/Professionally Rewarding n 

Helping non-musicians succeed in music  4 Helping others succeed  3 

The spontaneous nature of the music  2 Seeing clients mature over time  2 

Seeing people grow musically 1 Building relationships with clients  2 

The power of music to change lives 1 Musical and professional variety 1 

Ability to musically connect with people 1 Fulfilling one‟s natural curiosity  1 

Testing one‟s own musicality 1 Contributing to related research 1 

Ability to stay involved with music 1 Connecting music with life 1 

  Professional network  1 
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musically rewarding and personally/professionally rewarding aspects that were cited by 

participants in the music education subgroup are included in Table 33. 

Table 33 

Musically and Personally/Professionally Rewarding Aspects in the Music Education Subgroup  

 

 

Question 4: What personal characteristics are recommended for music career compatibility? 

a. Are there any additional attributes that may impact potential compatibility for a music 

career? 

 

At the conclusion of each interview session, participants were asked to indicate any 

additional attributes that may impact potential career compatibility and that may have not been 

addressed by the previous questions. As participants‟ answers to this question typically pertained 

to personal characteristics, data from this question were discussed in combination with answers 

to research question four.  

The most frequently cited personal characteristic across all participants in the current 

study was tenacity (n = 24). According to participants, particularly in performance-related fields, 

there may be thousands of musicians attempting to enter the career field, with all competing for a 

Musically Rewarding n Personally/Professionally Rewarding n 

Connection with other musicians  3 Improving other people‟s quality of life  3 

Ability to continue making music  3 Associations with professional colleagues 2 

Impacting society through music  3 Working with children 2 

Seeing student musicians improve  2 Ability to achieve one‟s personal goals 1 

Carrying on the tradition  2 Ability to integrate all arts 1 

  Contributing to society  1 

  Seeing students understand for the first time 1 
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comparatively small number of available jobs. Participants noted that tenacity was needed to 

contend with intense competition, the ability to work without recognition for extended periods of 

time, and other difficulties related to music careers.    

Performance 

There were 14 personal characteristics and four additional attributes cited by participants 

in the performance subgroup (n = 7). The most commonly cited personal characteristic was 

strong work ethic. This was followed by collegiality, flexibility, tenacity, and open-mindedness. 

The most commonly cited additional attribute was physical health. All personal characteristics 

and additional attributes that were cited by participants in the performance subgroup are included 

in Table 34. 

Table 34 

Personal Characteristics and Additional Attributes in the Performance Subgroup  

 

 

 

Personal Characteristics n Additional Attributes n 

Strong work ethic  5 Physical health  2 

Collegiality  3 Strong personality  1 

Flexibility  3 Ability to get along with superiors  1 

Tenacity  2 Acting ability  1 

Open-mindedness  2   

Talent 1   

Desire 1   

Well-read 1   

Intelligence 1   

Reliability 1   

Creativity 1   

Entrepreneurial  1   

Tough skin 1   

You have to love what you do 1   
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Music Theory 

There were 11 personal characteristics and two additional attributes cited by participants 

in the music theory subgroup (n = 6). The most commonly cited personal characteristic was 

intelligence. This was followed by an inquisitive mind. All personal characteristics and 

additional attributes that were cited by participants in the theory subgroup are included in Table 

35. 

Table 35 

Personal Characteristics and Additional Attributes in the Theory Subgroup  

 

 

 

Personal Characteristics n Additional Attributes n 

Intelligence  3 Initiative  1 

Inquisitive mind  2 Ability to relate theory to other musical disciplines  1 

Creativity  1   

Good communicator 1   

Tenacity  1   

Autonomy  1   

Enthusiasm 1   

Love of music  1   

Integrity 1   

Open-mindedness 1   

Approachability  1   
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Composition 

There were 14 personal characteristics and three additional attributes cited by participants 

in the composition subgroup (n = 7). The most commonly cited personal characteristic was 

tenacity. This was followed by collegiality, autonomy, strong work ethic, communication, and 

good imagination. All personal characteristics and additional attributes that were cited by 

participants in the composition subgroup are included in Table 36. 

Table 36 

Personal Characteristics and Additional Attributes in the Composition Subgroup  

Personal Characteristics n Additional Attributes n 

Tenacity  5 Ability to know what sounds good 1 

Collegiality  2 Passion for the art of composition 1 

Autonomy  2 Excellent musician  1 

Strong work ethic  2   

Communication  2   

Good imagination  2   

Reliability 1   

Diplomacy 1   

Honesty 1   

Willingness to take risks 1   

Good health 1   

Energetic 1   

Willing to travel 1   

Good overall person  1   
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Music History and Literature 

There were 14 personal characteristics and five additional attributes cited by participants 

in the music history and literature subgroup (n = 6). The most commonly cited personal 

characteristics were tenacity, and autonomy. These were followed by self-motivated, inquisitive, 

logical/analytical mindset, patience, and intelligence. All personal characteristics and additional 

attributes that were cited by participants in the music history and literature subgroup are included 

in Table 37. 

Table 37 

Personal Characteristics and Additional Attributes in the Music History and  

Literature Subgroup  

 

 

 

  

 

 

 

 

 

 

 

 

 

 

Personal Characteristics n Additional Attributes n 

Tenacity  3 Flexibility  1 

Autonomy  3 Open-mindedness 1 

Self-motivated  2 Sense of humor 1 

Inquisitive  2 Ability to persuade people  1 

Logical/analytical mindset  2 Resilience  1 

Patience  2   

Intelligence  2   

Scholarly integrity  1   

Detail oriented 1   

Ability to deal with students 1   

Well-read 1   

Strong work ethic 1   

Empathetic  1   

Strong overall musician  1   
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Sacred Music 

There were 15 personal characteristics and four additional attributes cited by participants 

in the sacred music subgroup (n = 8). The most commonly cited personal characteristic was 

strong work ethic. This was followed by humility, outgoing personality, and leadership, good 

with people, flexibility, empathy, and open-mindedness. The most commonly cited additional 

attribute was strong personal faith. All personal characteristics and additional attributes that were 

cited by participants in the sacred music subgroup are included in Table 38. 

Table 38 

Personal Characteristics and Additional Attributes in the Sacred Music Subgroup  

 

 

 

  

 

 

 

 

 

 

 

 

 

 

 

Personal Characteristics n Additional Attributes n 

Strong work ethic  4 Strong personal faith  2 

Humility  3 Devotion to God  1 

Outgoing personality 3 Understanding of diversity  1 

Leadership  3 Musical talent  1 

Good with people  2   

Flexibility  2   

Empathy  2   

Open-mindedness  2   

Sense of humor 1   

Desire to serve 1   

Selflessness  1   

Ability to submit to leadership 1   

Well-educated 1   

Positive outlook 1   

Stage presence  1   



168 

Jazz Studies 

There were 13 personal characteristics and six additional attributes cited by participants 

in the jazz studies subgroup (n = 6). The most commonly cited personal characteristic was 

tenacity. This was followed by people skills, passion for the genre, patience, and strong work 

ethic. The most commonly cited additional attributes were being a well-rounded musician, 

willing to work in a non-musical job to support one‟s self, and commitment. All personal 

characteristics and additional attributes that were cited by participants in the jazz studies 

subgroup are included in Table 39. 

Table 39 

Personal Characteristics and Additional Attributes in the Jazz Studies Subgroup  

 

 

 

  

 

 

 

 

 

 

 

 

 

 

Personal Characteristics n Additional Attributes n 

Tenacity  6 Be a well-rounded musician  2 

People skills  3 Willing to work in a non-musical job  2 

Passion for the genre  2 Commitment  2 

Patience  2 Motivation 1 

Strong work ethic  2 Well-read 1 

Reliability  1 Confidence  1 

Professionalism 1   

Desire 1   

Open-mindedness 1   

Desire to learn 1   

Honesty 1   

Integrity 1   

Sincerity  1   
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Pedagogy 

There were 15 personal characteristics and four additional attributes cited by participants 

in the pedagogy subgroup (n = 8). The most commonly cited personal characteristic was 

flexibility. This was followed by motivation, being a good communicator, ability to work with 

others, sense of humor, and outgoing personality. The most commonly cited additional attribute 

was a desire to with a particular population. Other personal characteristics and additional 

attributes that were cited by participants in the pedagogy subgroup are included in Table 40. 

Table 40 

Personal Characteristics and Additional Attributes in the Pedagogy Subgroup  

 

  

Personal Characteristics n Additional Attributes n 

Flexibility  5 Desire to work with a particular population  2 

Motivation  3 Love of music 1 

Good communicator  3 Love of people 1 

Ability to work with others  3 Having struggled on the instrument  1 

Sense of humor  2   

Outgoing personality  2   

Love of music  1   

Balance 1   

Honesty 1   

Relevancy 1   

Energetic 1   

Creativity 1   

Patience 1   

Empathetic 1   

Compassionate 1   
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Musical Theatre 

There were 15 personal characteristics and nine additional attributes cited by participants 

in the musical theatre subgroup (n = 8). The most commonly cited personal characteristic was 

tenacity. This was followed by confidence, outgoing personality, honest self-assessment, ability 

to work with people, and the “it” factor. All personal characteristics and additional attributes that 

were cited by participants in the musical theatre subgroup are included in Table 41. 

Table 41 

Personal Characteristics and Additional Attributes in the Musical Theatre Subgroup  

 

  

Personal Characteristics n Additional Attributes n 

Tenacity  4 Resilience  1 

Confidence  3 Ability to deal with disappointment  1 

Outgoing personality  3 Positive outlook 1 

Honest self-assessment  3 Honesty 1 

Ability to work with people  2 Love of the art form 1 

The “it” factor 2 Goal oriented 1 

Passion to connect music with acting 1 Willingness to make sacrifices 1 

Ability to prepare 1 Looking the part 1 

Flexibility 1 Ability to manage one‟s business life 1 

Ability to accept criticism 1   

Strong work ethic 1   

Motivation 1   

Collegiality 1   

Respectful 1   

Intelligence  1   
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Music Business/Industry 

There were 14 personal characteristics and seven additional attributes cited by 

participants in the music business/industry subgroup (n = 7). The most commonly cited personal 

characteristic was tenacity. This was followed by strong work ethic, good communicator, 

organization, ability to forecast musical trends, and professionalism. The most commonly cited 

additional attribute was well educated/well rounded. This was followed by adaptability, and 

honesty. All personal characteristics and additional attributes that were cited by participants in 

the music business/industry subgroup are included in Table 42. 

Table 42 

Personal Characteristics and Additional Attributes in the Music Business/Industry Subgroup  

 

Personal Characteristics n Additional Attributes n 

Tenacity  3 Well educated/well rounded  3 

Strong work ethic  2 Adaptability  2 

Good communicator  2 Honesty  2 

Organization  2 Interpersonal skills 1 

Ability to forecast musical trends  2 Humility 1 

Professionalism  2 Innate drive 1 

Logic 1 Tolerance for instability  1 

Social networking 1   

Thick-skin 1   

Detail oriented  1   

Outgoing personality 1   

Entrepreneurialism 1   

Willingness to take risks 1   

Ability to deal with rejection 1   
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Music Therapy 

There were 21 personal characteristics and five additional attributes cited by participants 

in the music therapy subgroup (n = 8). The most commonly cited personal characteristic was 

flexibility. This was followed by good personal health, compassion, outgoing personality, sense 

of humor, maturity, empathy, motivation, dependability, and patience. The most commonly cited 

additional attributes were excellent communicator, emotional stability, and open-mindedness. All 

personal characteristics and additional attributes that were cited by participants in the music 

therapy subgroup are included in Table 43. 
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Table 43 

Personal Characteristics and Additional Attributes in the Music Therapy Subgroup  

 

Music Education 

There were 20 personal characteristics and five additional attributes cited by participants 

in the music education subgroup (n = 8). The most commonly cited personal characteristic was 

Personal Characteristics n Additional Attributes n 

Flexibility  6 Excellent communicator  2 

Good personal health  3 Emotional stability  2 

Compassion  3 Open-mindedness  2 

Outgoing personality  3 Broad set of musical skills 1 

Sense of humor  3 Ability to see potential in people  1 

Maturity  2   

Empathy  2   

Motivation  2   

Dependability  2   

Patience  2   

Integrity 1   

Strong willed 1   

Respectful 1   

Trusting 1   

Selflessness  1   

Courage 1   

Spontaneity  1   

Confidence 1   

Initiative  1   

Detail oriented 1   

Ability to see the big picture  1   
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collegiality. This was followed by strong desire to teach, patience, professionalism, good 

listener, and enthusiasm. The most commonly cited additional attribute was the ability to relate 

to teachers in other areas. All personal characteristics and additional attributes that were cited by 

participants in the music education subgroup are included in Table 44. 

Table 44 

Personal Characteristics and Additional Attributes in the Music Education Subgroup  

 

Personal Characteristics n Additional Attributes n 

Collegiality  5 Ability to relate to teachers in other areas  2 

Strong desire to teach  3 Vulnerability to students 1 

Patience  2 Situational extrovert  1 

Professionalism  2 Strong willed 1 

Good listener  2 Selflessness 1 

Enthusiasm  2   

Willingness to learn 1   

Outgoing personality 1   

Kindness  1   

Empathetic 1   

Intelligence  1   

Pleasantness 1   

Inspirational 1   

Firmness 1   

Fairness 1   

Self confidence  1   

Self motivated  1   

Keep cool under pressure 1   

Humility 1   

Flexibility  1   
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Question 5: What music careers are available for students who graduate with an NASM-

accredited undergraduate music degree? 

a. What music careers may be available in the respective fields to people who do not hold 

the related undergraduate music degree?  

 

During the content validity and field test phases of the current study, it was determined 

that professional musicians may not be fully aware of the academic or degree requirements for 

music careers other than their specific areas. Specifically, panelists in these subgroups stated that 

they were not knowledgeable concerning careers in the various fields that may be available for 

people without the related degrees. Therefore the question pertaining to careers available for 

people without the related degree was only asked of university faculty members.  

There were three issues related to music career availability that were revealed in the 

current study. These issues included: 1) the inclusion of non-musical jobs in music career fields, 

2) the potential of some music careers to be listed in multiple music career categories, and 3) the 

extent of music careers that may be available to non-degreed musicians.   

Participants cited a variety of non-musical careers in their fields. Although this was 

evident in most music career fields, it was mainly noted in music business and musical theatre. In 

music business, the non-musical careers that were cited were marketing (n = 1), development (n 

= 1), licensing (n = 4), entertainment law (n = 1), and copyright and intellectual property rights 

(n = 1). In musical theatre, the non-musical careers that were cited were lighting, set, costume 

and sound design (n = 3), agent (n = 1), marketing (n = 1), finance and stage hand (n = 1). 

There were many music careers that were cited by participants in more than one 

subgroup.  Composing music was cited by participants in the theory (n = 2), composition (n = 

7), jazz studies (n = 2), and music business (n = 3) subgroups. Performing was cited by 

participants in the performance (n = 6), composition (n = 1), sacred music (n = 2), jazz studies 

(n = 6), pedagogy (n = 1), and musical theatre (n = 8) subgroups.  
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Recent developments were cited by participants in the performance (n = 2), sacred music 

(n = 3), pedagogy (n = 1), musical theatre (n = 1), music business (n = 2), and music education 

(n = 2) subgroups. According to participants in these fields, recent developments may result in 

the creation of new jobs, or the elimination of current jobs. Many participants also indicated that 

changes may result in modifications of the job descriptions and professional expectations of 

careers in their respective fields. 

Concerning the music careers available to non-degreed musicians, participants across all 

subgroups noted that careers in their fields were available to non-degreed musicians (n = 60). 

This tendency was most noted in the performance, composition, sacred music, jazz studies, 

pedagogy, musical theatre, music business, and music education subgroups. The only subgroup 

in which participants noted that the degree was required for all related careers was music therapy 

(n = 6). Music therapy participants also noted that the related certification was required in 

addition to the music degree. In all other fields, participants noted that career entry was based 

more upon one‟s performance ability than on one‟s degree. Although most careers in higher 

education may require a graduate degree, two participants in the performance subgroup noted 

that there were some universities that may hire non-degreed performance faculty members. One 

sacred music participant and one pedagogy participant noted that no governing organization 

monitored the credentials of potential hires in their respective areas. Two music education 

participants noted that whereas the degree was more desirable, the recent acceptance of 

alternative certification has minimized or eliminated the need for a music education degree in 

school systems that hire alternatively-certified educators. 
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Performance 

There were 18 career opportunities cited by participants in the performance subgroup (n 

= 6). The most commonly cited career opportunity was teaching at the college level. This was 

followed by performing in symphony orchestras, freelancing in multiple part-time performance 

opportunities, chamber music, pit musician for musical theatre, opera, or ballet companies, 

studio musician, performing in military ensembles, and performing in churches. Careers that 

were cited by participants in the performance subgroup are included in Table 45. 

Concerning careers for musicians without the related degree, two participants (faculty 

member only subgroup) in performance stated that the only career for which a degree may be 

required is teaching at the college level. One participant also stated, “It is rare for someone to get 

[an orchestral job] without a degree.” Three participants stated that most performing careers were 

available to non-degreed musicians. According to participants, a person‟s talent is the primary 

consideration for all other careers in performance. One participant stated “the degree is no 

guarantee of one‟s ability to perform.” A second participant stated “no one is going to ask if you 

have a degree or not.”  
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Table 45 

Careers in the Performance Subgroup  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

Career Opportunities n 

Teaching at the college level  6 

Performing in symphony orchestras  5 

Freelancing in multiple part-time performance opportunities  4 

Performing chamber music  3 

Pit musician for musical theatre, opera, or ballet companies  3 

Studio musician  2 

Performing in military ensembles  2 

Performing in churches  2 

Solo performing 1 

Performing in opera companies (singer) 1 

Specializing in ethnic instruments/genres 1 

Teaching public school and private lessons 1 

Arts administration 1 

Participation in competitions and contests  1 

Research and development of musical instruments  1 

Performing in Touring shows 1 

Performing in Cruise ships 1 

Performing in amusement/theme parks  1 
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Music Theory 

There were four music career opportunities cited by participants in the music theory 

subgroup (n = 6). The most commonly cited career opportunity in music theory was teaching at 

the college level. This was followed by editing for music publisher, and composing or arranging. 

Careers that were cited by participants in the music theory subgroup are included in Table 46. 

Concerning careers for musicians who do not hold the related degree, four participants 

(faculty member only subgroup) in music theory stated that the degree, more specifically a 

terminal degree, was required for teaching at the college level. One participant specified that a 

non-degreed music theorist applying for a job at the university level would not even be 

considered for hire. However, other theory-related careers may not require a music degree. One 

participant stated that some non-degreed composers may be hired at the college level to teach 

theory courses. Another participant stated that there may be jobs in music technology related to 

theory for which non-degreed musicians may be qualified.   

Table 46 

Careers in the Music Theory Subgroup  

 

 

 

 

 

 

Composition 

There were eight music career opportunities cited by participants in the composition 

subgroup (n = 7). The most commonly cited career opportunity was composing music for film 

Career Opportunities n 

Teaching at the college level  5 

Editing for music publisher  2 

Composing or arranging  2 

Teaching private lessons 1 
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and television, concert music, video game music, commercial jingles, or theme parks. This was 

followed by teaching at the college level. Careers that were cited by participants in the 

composition subgroup are included in Table 47. 

Concerning careers for musicians who do not hold the related music degree, three 

participants (faculty member only subgroup) in composition stated that most careers required a 

degree in music. Two participants stated that the fields of popular song-writing and commercial 

music were open to anyone with the necessary skills and therefore no degree may be required in 

those fields. Finally, one participant stated that the only careers in composition that may require 

the degree were teaching careers. 

Table 47 

Careers in the Composition Subgroup  

 

 

 

 

 

 

 

 

 

 

Music History and Literature 

There were 11 career opportunities cited by participants in the music history and 

literature subgroup (n = 6). The most commonly cited career opportunity was teaching at the 

Career Opportunities n 

Composing music  7 

Teaching at the college level  6 

Engraving 1 

Editing or proofreading for music publisher  1 

Arts administrator 1 

Conducting 1 

Performer 1 

Composer in residence for ensemble or university 1 
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college level. This was followed by music criticism for news papers or orchestra societies, arts 

administration, program-note annotator, and writing and publishing books. Careers that were 

cited by participants in the music history and literature subgroup are included in Table 48. 

Concerning careers for musicians who do not hold the related degree, two participants 

(faculty member only subgroup) in music history and literature indicated that all music history 

and literature careers required the related degree. One participant stated that a career may only be 

necessary for teaching at the college level. The three remaining participants stated that careers in 

record companies, music criticism or journalism may be available to non-degreed musicians but 

that the author‟s influence and notoriety may be significantly limited without a music degree.  

Table 48 

Careers in the Music History and Literature Subgroup  

 

 

  

Career Opportunities n 

Teaching at the college level  6 

Music criticism for news papers or orchestra societies 3 

Arts administration  2 

Writing and publishing books  2 

Program-note annotator  2 

Record companies  1 

Musical advisor for television program 1 

Editing music for music publisher 1 

Music Consultant  1 

Orchestra librarian 1 

Recording/broadcast  1 
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Sacred Music 

There were 12 music career opportunities cited by participants in the sacred music 

subgroup (n = 8). The most commonly cited career opportunity was church music director or 

minister. This was followed by organist, work in sacred music publishing, music missions, 

composing/arranging, accompanying, and work in denominational offices. Careers that were 

cited by participants in the sacred music subgroup are included in Table 49. 

Concerning careers for musicians that may not hold the related degree, all six participants 

(faculty member only subgroup) in sacred music stated that most careers were available for non-

degreed musicians. Two participants added that smaller churches would be more likely than 

larger churches to hire non-degreed musicians.  One participant stated that at one time, churches 

only hired seminary trained and ordained music ministers. However, as a result of current trends 

in church music, many churches may currently desire the sound of an untrained performer 

(specifically a vocalist) and may therefore hire non-degreed musicians. Finally, one participant 

stated that many churches may only hire part-time music ministers. As a result, there may be a 

variety of part-time opportunities in sacred music.   
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Table 49 

Careers in the Sacred Music Subgroup  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Jazz Studies 

There were eight career opportunities cited by participants in the jazz studies subgroup (n 

= 6). The most commonly cited career opportunity was teaching (privately, secondary school, 

and college level). This was followed by studio musician/ performer, live 

musician/performer/band member, free-lance musician/performer, side-man work, and 

composing/arranging. Careers that were cited by participants in the jazz studies subgroup are 

included in Table 50. 

Career Opportunities n 

Church music director or minister  7 

Organist  3 

Work in sacred music publishing  3 

Music missions  3 

Composing/arranging  2 

Accompanying  2 

Work in denominational offices  2 

Church instrumentalist or vocalist  1 

Hand-bell ensemble director 1 

Children‟s choir director 1 

Performer of contemporary-Christian music  1 

Teaching at university level  1 
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Concerning career opportunities for musicians without the related degree, three 

participants (faculty member only subgroup) in jazz studies stated that the only career for which 

the degree may be required was teaching at the college level. The remaining three participants 

stated that the career opportunities may be more limited to musicians without the degree, but all 

jobs were available to non-degreed musicians. According to one participant, the primary 

determinant for entry into a jazz studies career was one‟s performance ability.  

Table 50 

Careers in the Jazz Studies Subgroup  

 

 

 

 

  

 

 

 

 

 

Pedagogy 

There were five career opportunity cited by participants in the pedagogy subgroup (n = 

8). The most commonly cited career opportunity was teaching students ranging from pre-school 

to adult learners, privately, in a studio, in public schools, in day-care facilities, in churches, or at 

the university level. Careers that were cited by participants in the pedagogy subgroup are 

included in Table 51. 

Career Opportunities n 

Teaching (privately, secondary school, and college level) 6 

Studio musician/performer  4 

Live musician/performer/band member  4 

Free-lance musician/performer  4 

side-man work  2 

composing/arranging  2 

Club dates/gigging 1 

Performing in churches 1 
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Concerning career opportunities for musicians without the related degree, four 

participants (faculty member only subgroup) in pedagogy stated that most opportunities were 

available to non-degreed musicians. Specifically, according to two participants, there was no 

governance concerning who decided to open a private studio or teach from their home. One 

participant stated that a non-degreed musician may also find administrative work in a piano 

studio or music store in which lessons were taught. The participant in the area of string pedagogy 

stated that in most environments, a music degree and Suzuki-certification were required for 

string teachers in Suzuki programs.  

Table 51 

Careers in the Pedagogy Subgroup  

 

 

 

 

 

  

 

Musical Theatre 

There were 16 career opportunities cited by participants in the musical theatre subgroup 

(n = 8). The most commonly cited career opportunity was performing in theatres, touring 

companies, cruise ships, theme parks or cabaret shows. This was followed by lighting, set, 

costume, and sound design, accompanist/vocal coach, stage manager, and arts administrator. 

Careers that were cited by participants in the musical theatre subgroup are included in Table 52. 

Career Opportunities n 

Teaching  8 

Piano technician 1 

Sales person for instruments and sheet music  1 

Editing for music publisher  1 

Part-time performer  1 
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Concerning career opportunities for musicians without the related degree, all six 

participants (faculty member only subgroup) in musical theatre stated that careers may be 

available for musicians without the musical theatre degree. One participant stated, “Nobody 

cares about the degree if you fit the job function.” Another participant stated, “Musical theatre is 

not concerned with anyone‟s resume.”  

Table 52 

Careers in the Musical Theatre Subgroup  

 

 

  

Career Opportunities n 

Performing  8 

Lighting, set, costume, and sound design  3 

Accompanist/vocal coach  2 

Stage manager  2 

Arts administrator  2 

Pit musician 1 

Arranging/orchestrating 1 

Agent 1 

Casting director 1 

Musical theatre director 1 

Technical director 1 

Marketing 1 

Finance 1 

Production 1 

Stage hand 1 

Teaching  1 
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Music Business/Industry 

There were 19 music career opportunities cited by participants in the music 

business/industry subgroup (n = 7). One of the participants in this subgroup stated that, due to 

the diversity of the music industry, careers were typically grouped into categories. The four 

categories provided by this participant were: 1) arts administration (four career opportunities), 2) 

recording and record labels (three career opportunities), 3) booking and tour management (four 

career opportunities), and 4) publishing (four career opportunities). 

The most commonly cited career opportunity in arts administration was 

production/concert operations. The most commonly cited career opportunity in recording and 

record labels was sound engineer. This was followed by A & R (talent scout), and record 

company management. The most commonly cited career opportunities in booking and tour 

management were talent agent or artist management, and facility management. The most 

commonly cited career opportunities in the publishing category were licensing, and broadcast. 

There were four additional career opportunities cited by other music business/industry 

participants that did not fit the above model. The most commonly cited additional careers were 

music products, and providing sound for websites. Careers that were cited by participants in the 

music business/industry subgroup are included in Table 53. 

Concerning career opportunities for musicians without the related degree, all six 

participants (faculty member only subgroup) in music business stated that most career 

opportunities were available to non-degreed musicians. Two participants stated that it may be 

common for non-musicians to obtain entry-level positions and gradually work their way up the 

career ladder. One participant stated that desire, drive and a love of music were more important 

than the degree and that it may be possible to learn the necessary skills while working in an 

entry-level position. According to two participants, in some areas a business, accounting, or law 
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degree was more desirable than a music degree. Finally, one participant stated that the music 

business degree was a fairly new degree and that there may be several professionals in the field 

without degrees in music but that these expectations may change over time.  

Table 53 

Careers in the Music Business/Industry Subgroup  

Career Opportunities  n 

Arts Administration   

 Concert production 2 

 Marketing 1 

 Development  1 

 Concert promotion 1 

Record Labels  

 Sound engineer  7 

 A&R (Artist and Repertoire)  2 

 Record company management  2 

Publishing  

 Licensing 4 

 Broadcast  4 

 Entertainment law 1 

 Copyright and intellectual property rights 1 

Other Careers  

 Music products 2 

 Creating music for websites 2 

 Teaching  1 

 Creating music for video games  1 
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Music Therapy 

There were three career opportunities cited by participants in the music therapy subgroup 

(n = 8). The most commonly cited career opportunity was music therapist in a hospital, clinic, 

educational facility, community based program, correctional facility, nursing home, extended 

care facility, treatment center, rehabilitation center, brain injury center, psychiatric center, or 

private practice, working with clients who suffer from emotional instability, developmental 

disabilities, behavioral disorders, or physical handicaps. Careers that were cited by participants 

in the music therapy subgroup are included in Table 54. 

Concerning careers in music therapy for musicians without the related degree, all six 

participants (faculty member only subgroup) in music therapy stated that the degree was required 

for all careers in music therapy. Furthermore, three participants specified that, in addition to the 

degree, music therapists must also be licensed and certified by the American Music Therapy 

Association (AMTA). According to one participant, some musicians perform in hospitals for 

therapeutic reasons but these musicians should not consider themselves as music therapists. This 

was confirmed by a second participant who cited a Music Health Professional certification that 

was unrelated to music therapy and was available for these performers.  

Table 54 

Careers in the Music Therapy Subgroup  

 

 

 

 

 

 

Career Opportunities n 

Music therapist  8 

Administrator in music therapy clinic or hospital  1 

Teaching at the college level  1 
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Music Education 

There were eight music career opportunities cited by participants in the music education 

subgroup (n = 8). The most commonly cited career opportunity was public school music teacher, 

either as an elementary specialist, or a band, choir, or orchestra director. This was followed by 

teaching opportunities in churches or synagogues, private school music teaching, teaching 

privately, and supervision/administration. Careers that were cited by participants in the music 

education subgroup are included in Table 55. 

Concerning career opportunities for musicians without the related degree, four 

participants (faculty member only subgroup) in music education stated that most teaching 

opportunities were available to musicians without the related degree. Two participants stated that 

teaching positions in private or Christian schools may not require the related degree. Two 

participants stated that public school teaching positions may also be available as a result of 

recently-implemented alternative-certification programs that may be offered by some districts. 

Both participants who mentioned the alternative certification program also stated that this was 

not a desirable route for musicians interested in music education careers.   
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Table 55 

Careers in the Music Education Subgroup  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

 

 

 

 

 

  

Career Opportunities n 

Public school music teacher (elementary, band, choir, or orchestra director)  8 

Teaching opportunities in churches or synagogues  4 

Private school music teaching  2 

Teaching privately  2 

Supervision/administration  2 

Teaching in military schools 1 

Teaching in community-based programs  1 

Work in governmental organizations 1 
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CHAPTER 5 

 

DISCUSSION AND IMPLICATIONS 

The purpose of this study was to identify the music careers available to students who 

graduate with a bachelor‟s degree in music, and the skills, interests, work-values, and personal 

characteristics that may determine a person‟s suitability in these music careers. Data were 

collected through semi-structured interviews conducted with university faculty members 

employed in college or university music departments that were accredited by the National 

Association of Schools of Music (NASM) at the time of the study, and with professional 

musicians who were recommended by these faculty members. The chapter discusses the salient 

points of the research findings and has been organized in the following six sections: 1) 

significant findings for desirable traits, 2) significant findings for music careers, 3) significant 

findings specific to each career/degree area, 4) limitations of the current study, 5) 

recommendations for future research, and 6) conclusion.  

Significant Findings for Desirable Traits 

Question 1: What skills are recommended for music career compatibility?  

Question 2: What interests are recommended for music career compatibility? 

Question 3: What work values are revealed through the most rewarding aspects of music careers?  

Question 4: What personal characteristics are recommended for music career compatibility? 

Career advising resources have indicated that students‟ awareness of their skills, interests 

and other personal attributes will improve their ability to make informed career choices and help 

them select a career that is compatible with their abilities and other characteristics (Dean, 2006; 

Gordon, 2006). Therefore, one of the primary purposes of this study was to identify the skills, 

interests, work values and personal characteristics that may determine a person‟s suitability for 

each music career field that was identified in the current study. There were six particular 

desirable traits that were discussed at length by multiple participants in this study. These traits 
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were: 1) performance ability, 2) people skills, 3) tenacity, 4) exposure through high school 

performing ensembles, 5) business skills, and 6) fame and fortune. This section will discuss these 

six traits and their applicability to the music career fields in which they were mentioned.  

Performance Ability 

The most frequently cited musical skill across all participants in the current study was 

performance ability in one‟s primary area. In the review of literature of the current study, it was 

noted that it may be common practice to advise students with limited performance ability to 

pursue music careers that deemphasize performance skills in the job description (American 

Music Conference, 1966; Baskerville, 2001; Beeching, 2005; Goldberg, 1998). It was also noted 

that this advising practice may directly relate to the common misconception that non-performing 

careers may be suitable career options for lesser-talented musicians. Results from the current 

study, however, indicated that it may be erroneous to believe that lesser-talented musicians may 

succeed in non-performance careers. Contrary to the preconceived notion that some music 

careers may not require a strong sense of musicianship, participants in the current study 

consistently noted that people must be skilled musicians to succeed in their fields. Specifically, 

in addition to performance ability, there were five musical skills that received consistent 

attention from participants in the study, and may indicate the need for strong overall 

musicianship in music careers. These musical skills were keyboard skills, knowledge of music 

theory, ability to sing, ear training/aural skills, and ability to read music. Since strong 

performance skill and musicianship may be desirable in all music career fields, music advisors 

and faculty members may need to consider the appropriateness of advising lesser-talented 

musicians to pursue non-performing music careers, or if these students would be better advised 

to pursue music as an avocation rather than as a profession.   
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People Skills 

 The most commonly cited non-musical skill across all participants in the current study 

was people skills. This finding is in alignment with previous study results. Specifically, the 

importance of people skills was emphasized by Beeching (2005), and was commonly cited as a 

necessary characteristic for music careers in studies by Myrick (1975), and Creech (2008).  

Concerning the application of this finding to music career advising, it may be assumed 

that most musicians spend more time in a practice room than on a performance stage. As a result, 

some may believe that people skills may not be necessary in a career field wherein musicians 

spend so much time isolated from people. On the contrary, music students in performance-

related fields may need to consider that people skills are essential to obtain and maintain 

employment that enables them to take their music from the practice room to the concert stage. 

Furthermore, students majoring in sacred music, music therapy, music education, and other fields 

that require the musicians to interact with people on a daily basis may also need to consider 

whether or not they possess the necessary people skills for these careers. Music faculty members 

may also need to consider evaluating people skills along with the performance ability and 

general musicianship of applicants to sacred music, music therapy, and music education 

programs.  

Business Skills 

Another commonly cited non-musical skill across all participants in the current study was 

business skills. According to music business participants, some professionals in the music 

industry may represent musical performers and must therefore market those performers to 

publishers, producers, record labels, and performance venues. Other music business 

professionals may be hired to produce concerts and may be expected to generate performance 
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budgets for live events. Some musicians may also be responsible for hiring musicians for 

orchestras, live performance venues, or studio work. These musicians may be expected to 

negotiate contracts with performers.  

The business skill that was emphasized by participants in the performance, composition, 

jazz studies, and musical theatre subgroups was entrepreneurialism. Musical theatre participants 

described the same basic skills and tasks for self-marketing that were defined as 

entrepreneurialism by participants in the other subgroups. According to participants in the 

performance, composition, and jazz studies subgroups, it may be common for musicians to piece 

together a number of freelance or part-time opportunities. A participant from the composition 

subgroup also noted that composers may be expected to promote their compositions on 

YouTube, Facebook, or other internet sources that may be used to distribute samples of their 

music to potential buyers. This finding is in alignment with music career advising resources that 

have suggested that musicians may spend a significant amount of time distributing their 

professional head-shots, cover-letters, repertoire lists, and demos while seeking performance 

opportunities (Beeching, 2005; Gerardi, 2002; Uscher, 1990). Since musicians may commonly  

need to promote themselves as musicians to obtain further employment opportunities, music 

students, particularly in performance programs, may benefit from courses in marketing or other 

related business aspects.  

  Another business skill that was emphasized by participants in the jazz studies, pedagogy, 

and musical theatre subgroups was accounting. Since many musicians in these fields commonly 

piece together a number of part-time opportunities, they may need the financial skills necessary 

to compile a number of smaller incomes and report them accurately on income tax documents. In 

addition, according to participants in the jazz studies, pedagogy, and musical theatre subgroups, 
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it may be common for musicians in these fields to experience extended periods of 

unemployment. A participant in the musical theatre subgroup noted that some musical theatre 

professionals work in seasonal theme-parks to finance a temporary move to New York to 

audition for Broadway musicals or other related productions. If, at the end of an audition season, 

a musician has not won an audition, he or she may return to a temporary role in theme-park 

performances to begin the process again for the upcoming year.  Therefore, in addition to 

marketing courses, music students may need to consider courses in accounting or personal 

finance to equip themselves with the financial skills necessary to manage a fluctuating income, 

and to survive during periods of unemployment.  

Exposure Through High School Performing Ensembles  

 The most commonly cited musical interest across all participants in the current study was 

exposure through high school performing ensembles. Although this response may not be clearly 

categorized as an interest, participants noted that the experiences students gain in high school 

performing ensembles often generate an interest in music that can lead to interests in more 

specified areas of  music study, namely theory, composing, music education, and others. 

Consequently, the newfound interests may have lead the students to pursue additional 

experiences that they would not have otherwise pursued. According to participants, good 

experiences in high school performing ensembles may have a strong impact on a student‟s 

decision to pursue a career in music. This finding is in alignment with previous results in studies 

by Ploumis-Devick (1983), Holloway (1983), and Teachout (1997). These studies indicated that 

high school students who have participated in high school performing ensembles commonly feel 

a natural desire to continue in music performance as a professional pursuit. According to three 

participants in the current study, first-year music students commonly express an initial interest in 
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performing careers. Once students arrive on a university campus, however, they gain exposure to 

the other programs offered by a university music department, and are able to utilize other aspects 

of their musicianship. Prior research has also suggested that exposure to new opportunities may 

reveal previously undiscovered abilities and interests (Dean, 2006; Gordon, 2006). Through 

exposure to new opportunities, students may discover that their abilities lie in composition, 

theory, music therapy or some other music career field. Consequently, many participants in the 

current study noted that open-mindedness may be a strongly desirable characteristic of aspiring 

musicians. Therefore, music advisors and faculty members may need to consider encouraging 

music students to participate in a variety of activities, ensembles and elective courses, in addition 

to courses that are directly related to a student‟s primary area of study.  

In addition, music administrators may need to consider modifying the current curricular 

structure of music programs. In many music programs, students declare a specific music major 

during their first semester of study. However, first and second semester students may be unaware 

of the extent of their skills and abilities, and may be equally unaware of the extent of available 

music opportunities. Furthermore, students may be less-likely to take courses outside of their 

required curriculum once they have declared a major. Delaying the declaration of a specific 

music major may encourage students to take non-required courses that will expose them to 

additional areas of interest and ability, and may therefore have a direct impact on students‟ 

chosen majors and subsequent career fields. Music administrators may also need to consider 

offering or requiring music-career overview courses for freshman or sophomore music majors.  

Introductory music-career courses may improve music students' ability to make informed career 

choices, and to select a specific course of music study that will prepare students for their chosen 

music fields.   
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Fame and Fortune  

The most commonly cited non-musical interest across all participants in the current study 

was fame and fortune. However, all participants that cited fame and fortune did so disdainfully, 

and clarified that the inclusion of fame and fortune should be interpreted as humor rather than 

sincerity. Participants further indicated that fame and fortune may be one of the most common 

misconceptions of music careers, and may mistakenly lead people to pursue careers in music. 

Since fame and fortune was discussed more as a misconception than a non-musical interest, and 

since participants identified the erroneous nature of fame and fortune, this trait was not included 

as a non-musical interest in the results chapter. However, this trait necessitates further discussion 

as there is a direct application to music career advising.   

Each participant was asked to provide input concerning the musical and non-musical 

interests that may lead someone to pursue a music career in their respective fields. In response to 

this question, some participants noted that, whereas some musicians may achieve a certain status 

or financial stability, there is little consideration for fame and fortune among professional 

musicians in their fields. One participant from the music education subgroup noted that while 

some may desire fame or glory, this expectation is rarely fulfilled in music careers. A second 

participant in the composition subgroup suggested that musicians who pursue careers in music 

for reasons other than purely musical satisfaction are the most likely candidates for professional 

failure and burn-out. Therefore, according to this participant, musicians who enter music careers 

seeking fame and fortune may be deeply disappointed.  

 There are two issues related to this finding that may have direct implications for students 

pursuing careers in these areas. First, musicians may need to consider the difference between 

instant fame and a career. While a performer may achieve a certain level of fame, notoriety may 
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quickly dissolve and the performer‟s career may end. The sound engineer, however, may still be 

able to operate the sound board for the next up-coming star. Therefore there may be greater 

career stability and permanence in careers that are not contingent upon fame. Second, many 

musicians may not be motivated by the desire for fame, but more so by an intrinsic desire to be 

involved with music, and the gratification of financially supporting one‟s self through that desire. 

Therefore, music students may need to redefine a paradigm of success in a music career as the 

ability to stay professionally involved with music rather than the desire for fame or glory. 

Helping Others 

The most commonly cited rewarding aspect across all participants in the current study 

was helping others. This was cited as both a musically rewarding aspect, and as a 

personally/professionally rewarding aspect of participants‟ respective careers. Theory 

participants noted that they felt rewarded by helping other musicians understand music better, 

and by helping performers have a better understanding of their performance selections. 

Participants in the sacred music, pedagogy, music business, music therapy, and music education 

subgroups also noted that they felt rewarded by helping other professional and avocational 

musicians become successful in their musical endeavors. In the current study, there were no 

participants that noted that they felt rewarded by fame or wealth. Conversely, 16 participants 

noted they felt rewarded by helping musicians feel successful in their professional endeavors, 

and non-musicians‟ feel successful in musical tasks. Consequently, student musicians may need 

to consider whether they are pursuing music careers for their own gratification, or for the impact 

that their professional endeavors may have on other people. 
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Tenacity 

 The most frequently cited personal attribute across all participants in the current study 

was tenacity. This finding aligns with prior research that also noted the need for a strong work 

ethic or tenacity as a musician (Beeching, 2005; Des Pres &Landsman, 2000; Uscher, 1990; 

Zwan & Bogt, 2009). According to participants in the current study, particularly in performance-

related fields, there are thousands of musicians attempting to enter the career field, and are all 

competing for a comparatively small number of available jobs. The overly-saturated job market 

in performing careers that was cited in the current study is in alignment with resources in the 

review of literature that cited an inordinate number of performing musicians attempting to find 

jobs (Baskerville, 2001; Bernstein, 1986; Career Encyclopedia, 2002; Des Pres & Landsman, 

2000; Elkin, 1960; Johnson, 1946; OOH, 2008; Rich, 1964; Scalfari, 1999). Musicians must 

therefore possess the tenacity and determination to endure the career struggles and fierce 

competition that are commonly associated with music careers. Therefore, university music 

majors may need to consider whether they will be able to manage the fiercely competitive work 

environment of performance careers, if they would be better suited in a music career that is less 

contingent upon competition, or if they may experience greater success and professional 

satisfaction in a non-musical career.  

Two participants in the performance subgroup also linked the recent popularity of 

television programs like Glee and American Idol to the influx of people into music career fields, 

and the desire of many to become performing musicians. One participant noted that programs 

such as these have made many non-musical people erroneously believe that they may become 

successful performing musicians. Many other participants noted that there are many young 

people who love music, enjoy participating with music, or desire to become like the stars they 
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see on television programs. However, a love for music does not imply ability. There are many 

who love music but may not be suited for a career in music.  

As a final point related to tenacity, two participants in the study presented a different 

interpretation of the term. Tenacity may imply a person‟s determination or stick-to-itiveness, 

particularly in the earlier stages of one‟s career. According to these two participants, however, 

tenacity may also imply a person‟s ability to work without recognition for an extended period of 

time. One participant from the composition subgroup cited a number of masterpieces that were 

ignored when they were composed, and did not achieve any significant popularity until well after 

the composer‟s death. Similarly, one participant in the music education subgroup noted that 

teachers may never see the rewards of their labor except in rare instances when students or 

parents demonstrate gratitude. Music educators may therefore need to be able to work, perhaps 

for the duration of their careers, without recognition. Therefore, tenacity may be linked to 

intrinsic motivation, or the ability to work without recognition, in addition to the more 

commonly accepted associations to dedication and work ethic. Because of this link between 

tenacity and intrinsic motivation, music students may need to reevaluate the paradigm that 

success as a musician is based on applause and accolades. Music advisors and faculty members 

may also need to consider preparing students for the reality of a career in which intrinsic 

motivation may determine one‟s ability to succeed.  

Significant Findings for Music Careers 

Question 5: What music careers are available for students who graduate with an NASM-

accredited undergraduate music degree? 

a. What music careers may be available in the respective fields to people who do not hold 

the related undergraduate music degree?  

 

The review of literature for the current study revealed considerable inconsistency 

concerning the categorization of music careers, and the jobs that may exist in each category. 
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Further, there was no identifiable link between music careers and the specific music degree that 

may be required for entry into each music career field. Therefore, one of the goals of the current 

study was to identify the music career opportunities related to the 11 undergraduate music 

degrees that were accredited by NASM at the time of the study. To obtain this information, each 

university faculty member that participated in the study was asked to identify the music careers 

that were available to students who graduated with an undergraduate music degree in their fields, 

and what jobs in their fields may be available to non-degreed musicians. Professional musicians 

who participated in the study were also asked to identify the music career opportunities in their 

respective fields. Responses to this question suggested three issues concerning the nature of 

music careers that may lead to the lack of information identified in the review of literature. These 

issues were: 1) non-musical jobs in music career fields, 2) cross-categorization of music careers, 

and 3) music careers in transition. 

Non-musical Jobs in Music Career Fields  

The first issue that was revealed by participants in the study is that there may be non-

music careers that exist within music career fields. Participants in the musical theatre subgroup 

cited 16 careers that were available in musical theatre. However, when asked about musical skills 

that were required for career compatibility, participants focused on the performance or stage-

oriented careers suggesting that these may be the only jobs for which musical skills and 

knowledge are needed. No such musical skill requirements were listed for costume design, set 

construction or any of the other design, technical, or administrative careers in musical theatre. 

Likewise, music business participants cited multiple non-musical careers including intellectual 

property rights, accounting, and management, in addition to careers for which musical skill may 
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be more necessary. One participant in musical theatre noted that design and technical careers 

may be a good fit for people with an interest in music but whose skills lie in other areas.  

A contrary opinion was presented by a participant from the music business subgroup, and 

two participants from the musical theatre subgroup. These participants labeled non-musical 

careers as a necessary component of their related music career fields. According to the music 

business participant, the person driving the equipment truck or setting the stage may be an 

aspiring performer who took a technical job to learn as much about the business as possible. 

Similarly, the technical and design careers in musical theatre may not require musical skill, but 

according to two musical theatre participants, design and technical careers are essential to the 

performance, and may therefore be categorized among other careers in the field. If technical and 

design careers are accurately categorized as non-music careers, they may be suitable options for 

students with an interest in music, but who may be more skilled in these other areas than in 

music. If, however, technical and design jobs are reserved for aspiring musicians, music faculty 

members may need to inform music students of these expectations and that strong musicianship 

may be required for potential success in these areas, especially for students who plan to transition 

from these careers into performance-oriented careers.  

Cross-categorization of Music Careers  

 The second issue that was revealed by participants in the study is that there may be 

considerable cross-over of music careers within the 11 NASM-accredited music degree areas 

included in the study. Specifically, there were many music careers that were cited by participants 

across multiple areas. The grouping of some music careers in multiple career fields may lead to 

the inconsistency of music career categorization that was identified in the review of literature. 

Composing music, for example, was cited by multiple participants in the current study and may 
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be classified in as many as three categories depending on the genre of the composition. 

Composing and arranging was cited by participants in the composition, theory, and jazz studies 

subgroups. Composing music for video games was cited by participants in the composition and 

music business subgroups. Participants in the composition subgroup also noted that composers 

may create music for television programs and commercials. Prior research has also indicated that 

composers of popular music, or songwriters, may be classified as music business professionals 

(Tolley, 2008).  

Similarly, performing may be a career opportunity in as many as three music career 

fields. Naturally, participants in the performance subgroup cited multiple performing venues for 

performance including symphony orchestras, chamber music, churches, opera companies and pit 

orchestras for musical theatre. Participants in the jazz studies subgroup cited performance 

opportunities in studios, live performance, clubs, and churches. Musical theatre participants cited 

performance opportunities on cruise ships, theme parks, live theatres, and touring companies. In 

addition, participants in the composition, sacred music, and pedagogy subgroups noted that 

professionals in their respective fields may commonly perform part-time.  

Finally, there was considerable cross-over between the music theory and composition 

fields. Participants in the music theory subgroup noted that most music theorists were also active 

composers or performers. Similarly, participants in the composition subgroup noted that 

composers oftentimes teach courses in music theory to supplement their composition efforts. 

This finding is similar to previous research indicating that composers may commonly teach 

theory or composition courses at the college level (Discover, 2008; Gerardi, 2002; Weissman, 

1970). In addition, participants in both subgroups cited music editing as a possible career option 

for musicians in their fields. The tendency for certain careers to be cited by participants in 



205 

multiple subgroups may negatively impact the ability of music faculty members and career 

advisors to advise students accurately concerning career options in music career fields where 

multiple cross-over careers may exist.  Therefore, it may be necessary for music faculty members 

in these cross-over careers to prepare their students for the range of professional opportunities 

they may encounter. In addition, music students in these areas may need to prepare themselves to 

function in a variety of professional contexts by enrolling in courses and ensembles in the music 

career fields that may be commonly linked with their primary area of study.  

Music Careers in Transition  

The third issue related to music career classification is that many music career fields may 

currently be in states of transition. One participant in the performance subgroup described the 

changing nature of performing careers, by suggesting that there may be fewer professional 

ensembles for which performers may audition than were available to previous generations of 

performing musicians. This participant also noted that the new generation of performing 

musicians may experience more success in solo careers or chamber music than through 

auditioning for major symphonies or opera companies. Another participant in this subgroup 

clarified that this paradigm shift is most likely due to increasing financial concerns among many 

professional symphonies and performance organizations, and a subsequent downsizing of the 

performance budgets of those businesses. 

Current innovations were also cited by one participant in the sacred music subgroup. 

According to this participant, there is a current shift in many churches away from traditional 

worship formats to a more contemporary style of church music. This participant noted that a 

church music director in a traditional format may have needed conducting skills, the ability to 

lead a choir, skill at the piano or organ, and knowledge of hymnology. In the contemporary 
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format, however, the music director may need guitar skills, and knowledge of contemporary 

music styles rather than or in addition to conducting and knowledge of hymnology. A second 

sacred music participant also noted that at one point, most congregations sought to hire 

seminary-trained church musicians to lead worship. In the current trend, however, congregations 

may seek to hire non-degreed musicians with little formal musical training, and a musical style 

that relates more to non-musical congregants. 

Three participants in the pedagogy subgroup also cited recent developments that may 

impact pedagogy-related career availability. Specifically, according to participants in this 

subgroup, public schools have recently begun to acquire digital keyboard labs, or implement 

string programs at the elementary and secondary levels. This trend may result in an added 

requirement for pedagogy professionals to obtain additional certification to teach in public 

schools. This may also necessitate further training in classroom management for teachers whose 

previous experiences may have chiefly centered on private instruction.  

Changes were also cited by a participant in the musical theatre subgroup. This participant 

cited a recent production of Sweeny Todd in which a performer was required to play an 

instrument on stage. This participant indicated that newer productions now require the stage 

performers to play an instrument in addition to the traditional “triple threat” of singing, acting, 

and dancing. As a result, musical theatre professionals may feel the need to seek additional 

training that will prepare them more thoroughly for parts that call for instrumental performance.  

Participants in the music business subgroup also cited substantial changes in their career 

field. Most participants in this subgroup noted that digital audio has negatively impacted the 

number of jobs available in the music industry. Primarily, participants noted that internet-based 

marketing techniques have made it possible for musicians to promote their own music without 
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relying on record companies or music publishers. In addition, music business participants noted 

that an increasing amount of music is purchased through internet downloads. As a result, many 

jobs that previously existed in CD production and sales may no longer be needed. This finding is 

in agreement with Tolley‟s study (2008) that cited a decline in the number of available music 

business careers and the resulting decline in student enrollment in university music business 

programs. One participant in the music business subgroup also indicated that technology has 

impacted the type of person that may become a performer of popular music. This participant 

clarified that media and newer technological applications were able to disguise poor 

musicianship, make corrections to notes that were performed off-pitch, and make other 

adjustments to a performer‟s voice or instrument, and may therefore make it easier for lesser-

talented musicians to become performers of popular music.  

Finally, changes were cited by participants in the music education subgroup. Specifically, 

two participants in this subgroup cited the recent popularization of alternative certification 

programs as an impetus of significant change in the music education profession. These 

participants noted that alternative certification has made it possible for non-degreed and non-

certified musicians to become music educators in school districts that employ alternatively-

certified educators.  

The changes that were cited by participants across multiple subgroups in the current 

study may have an impact on the ability of music faculty members to prepare students in these 

areas; specifically in performance, sacred music, pedagogy, musical theatre, music business, and 

music education careers. Music faculty members may need to work directly with professional 

musicians in each field to ensure that college curricula are in alignment with current trends in 

each field where changes were reported. Furthermore, music faculty and professional musicians 
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in each field may need to identify recurring patterns that may exist. In doing so, they may 

improve the ability of current and future students to predict reoccurring trends with a higher 

degree of accuracy, and thereby contend with the changing expectations of their music career 

fields.  

Music Degree Requirements   

It was noted in the review of literature that there was little specification regarding the 

music careers that may be available to people without a degree in music. Consequently, as a 

subset of the fifth research question, it was necessary to identify which music careers may not 

require the related music degree. Therefore, university faculty members in each subgroup were 

asked about the possibility of jobs in their respective fields that may not require the related music 

degree.   

 In all subgroups except music therapy, participants noted that most careers may be 

available to non-degreed musicians in their respective areas of specialization. Even though a 

degree in music may not be required for many of the related careers, some university faculty 

members in the current study noted that they have still felt compelled to convince music students 

of the importance of obtaining a music degree. According to many participants, there may be 

musicians who successfully enter their chosen music careers without the related degree, but that 

there are significant advantages of obtaining a degree in music. Specifically, participants noted 

that the process of obtaining the degree may provide students with a very structured, systematic 

opportunity to learn the skills and knowledge bases that will be required in the related careers, 

and to learn concepts from professionals with extensive experience and training in the career 

fields. Many participants noted that students who choose to drop out of college to pursue music 

careers may be required to work in a coffee shop or fast food restaurant to support themselves 
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financially while auditioning for performing opportunities, applying for entry-level internships in 

the music industry, and building a social and professional network in their related career fields. 

According to some participants, this may directly relate to the number of out-of-work musicians 

trying to break-in to their respective music career fields, and the even greater number of would-

be musicians who settled for non-music careers. According to participants, a career-specific 

music degree may significantly increase one‟s chances of acquiring a job in the related field, and 

may also quicken the pace with which one may ascend the career ladder in that field.     

These findings may imply that music faculty members are faced with certain options 

concerning their roles as advisors for music students. First, since a number of music careers do 

not require a degree in music, it may be advisable to encourage music students to take advantage 

of all music opportunities that come their way, even if an opportunity may result in a student‟s 

temporary withdrawal from the college music program. Conversely, faculty members may 

decide to encourage students not to engage in opportunities that may deter them from completing 

their degree. Whereas some faculty members may support the advantages of a degree in music, 

others may feel that professional opportunities have a significant advantage over a degree in a 

career where performance skill is more important than the degree itself.  

Significant Findings Specific to Each Career/Degree Field 

The information provided in the preceding section discussed the findings that were 

commonly cited by participants in multiple subgroups, and may therefore be applicable to most 

or all music careers. The following section will discuss the noteworthy findings that were 

specific to each music career field included in the study. In some cases information that was 

discussed in previous sections may be included again in the following sections. However, 

information pertaining to career availability and desirable traits for career compatibility will be 
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presented in the specific field or fields in which it was cited, rather than as a generalization to 

multiple subgroups. Finally, the following section will only address the noteworthy issues that 

were cited by participants in each subgroup. Therefore, the information discussed in each music 

career field may not individually address each of the five research questions. Information will be 

presented in the following order: 1) performance, 2) theory, 3) composition, 4) history and 

literature, 5) sacred music, 6) jazz studies, 7) pedagogy, 8) musical theatre, 9) music 

business/industry, 10) music therapy, and 11) music education.  

Performance  

There were three main points of discussion concerning performance careers that were 

identified by previous research, and that received considerable attention from participants in the 

performance subgroup. These points of discussion addressed the musical skills, non-musical 

skills, and career opportunities related to performing careers. Specifically, musical versatility, 

people skills, and the diversity of professional opportunities for performing musicians were 

commonly cited by participants in the performance subgroup.  

Participants in performance subgroup noted that musicians should be versatile enough to 

perform competently in a variety of styles and genres. This need for musical versatility is a result 

of the expectation that performing musicians may commonly piece together a number of part-

time opportunities to make a living. One participant in the performance subgroup, for example, 

was the percussionist for a symphony orchestra, played in a small jazz ensemble on the 

weekends, and was the full-time percussion instructor in a university music department. This 

participant‟s situation is indicative of the need for musical versatility, and of the importance of 

people skills and teaching skills among performing musicians. This scenario is also in alignment 

with prior research indicating that conservatory students should be exposed to a wide variety of 



211 

musical styles and a  diverse curriculum rather than an over emphasis on orchestral excerpts and 

solo repertoire for their instrument or voice (Poklemba, 1995, Scalfari, 1999). Performance 

majors, therefore, may benefit from participating in ensembles of diverse genres that are offered 

by their university music departments. In doing so, performance majors may diversify their 

knowledge of repertoire, and their ability to perform in various genres. Upon graduation, these 

students may be able to find more frequent employment than musicians who perform in only one 

style. 

 The importance of people skills was discussed in prior studies by Myrick (1975), 

Bohonos and Tvardek (2000), and Creech et. al (2008). In the current study, people skills was the 

most commonly cited non-musical skill for the performance subgroup, and was already 

discussed as the most commonly cited non-musical skill across all participants in the current 

study. As in other subgroups, participants in the performance subgroup supported the importance 

of people skills by indicating that there are far more performing musicians than there are jobs for 

those musicians. According to many participants, people skills are essential for building social 

networks that will eventually lead to steady employment in an overly crowded job market.   

Finally, prior research has inventoried a wide variety of careers for performing musicians 

extending from concert halls to cruise ships and theme parks (Bohonos & Tvardek, 2000; 

Scalfari, 1999; Uscher, 1990). Career opportunities provided by participants in the current study 

were similar to opportunities that were listed by previous studies. In addition to the traditional 

career paths for performers, several participants noted that musicians with the necessary 

entrepreneurialism or business skills may also forge their own careers by marketing themselves 

as performers, and obtaining grants to finance solo and chamber ensemble performing careers. 

Entrepreneurial performing careers such as these have recently become viable career options for 
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performing musicians and were the primary focus of Beeching‟s Beyond Talent: Creating a 

Successful Career in Music (1996) and Uscher‟s Your Own Way in Music (1990).  

Music Theory 

Contrary to the amount of prior research discussing performing careers, there were 

relatively few studies on the topic of careers in music theory. There were three main points of 

discussion concerning theory careers that received considerable attention from participants in the 

theory subgroup. These points of discussion addressed the non-musical skills, professionally 

rewarding aspects, and personal characteristics related to theory careers. Specifically, teaching 

skills, helping performers understand their music, and the ability to relate theory to other musical 

disciplines were commonly cited by participants in the performance subgroup.  

The only instances of theory careers that were identified in the review of literature were 

as supplemental careers for composers who teach college level theory courses (Discover, 2008; 

Gerardi, 2002; Weissman, 1970). This was supported by participants in the theory subgroup of 

the current study that noted that it is difficult to find a musician who is exclusively a music 

theorist. Specifically, participants in this subgroup noted that most music theorists teach theory at 

the college level, and may also teach composition, ear training, or musicology. Consequently, the 

most commonly cited non-musical skill cited by participants in the theory subgroup was 

teaching. One participant also noted that the skills needed for theorists are the same skills that 

would be required for professional music educators. In addition, this participant noted that music 

theory and music education exist to help other people understand music. Therefore, theory 

students may benefit from music education or pedagogy courses in addition to the required 

theory curriculum.   
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Music theory participants also cited a great deal of selflessness that may be associated 

with careers in music theory. Some music theory participants noted that they were most 

professionally rewarded by helping performing musicians understand their music on a deeper 

level and use this understanding to improve their ability to perform that music. Although some 

may enter music theory careers for their own musical satisfaction, participants in the current 

study indicated that it may also be common to pursue theory careers to help other musicians 

fulfill their professional and musical pursuits.   

Finally, one theory participant in the main study and one participant in the pilot study 

noted that a new curricular emphasis is developing among music theory professionals. According 

to these participants, music theorists are currently seeking new ways to apply music theory to 

other professional areas in music. The participant in the main study, for example, suggested that 

music education majors may benefit more by analyzing band, choral, or orchestral scores, rather 

than by completing worksheets from a theory textbook. Assuming this trend continues, future 

generations of music theory professionals may be expected to work in closer proximity with 

musicians in other areas than has been expected in the past. This may require either a knowledge 

base that extends into each of the music career fields, or a heightened awareness of 

communication with colleagues in each of these fields. Furthermore, theory faculty members 

may need to consider reevaluating current methods of content-delivery in theory classes to 

include examples of instrumental and vocal literature in addition to keyboard scores and theory 

workbooks.  

Composition 

 There were three main points of discussion concerning compositions careers that received 

considerable attention from participants in the composition subgroup. These points of discussion 
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addressed the musical interests, professionally rewarding aspects, and career opportunities 

related to composition careers. Specifically, collaboration with performers, the creative process, 

and the need to work in multiple jobs were commonly cited by participants in the composition 

subgroup.  

Two participants in the composition subgroup noted that there was a great deal of 

collaboration associated with composition. One participant noted that it may be common for 

composers to work directly with solo performers or ensembles for whom a piece is being 

composed, and to rely on feedback from those performers to improve the quality of the 

composition. A second participant noted that it is musically rewarding to see a composition 

develop and improve through direct communication with performers. As such, it may not be the 

composer‟s intent to bring attention to him or herself, but to do what is necessary to create a 

great composition, and to help the performer feel successful in the presentation of the piece. 

According to prior research, most composers survive by piecing together a number of 

part time careers and oftentimes work as performers or teachers (Discover, 2008; Gerardi, 2002; 

Weissman, 1979). Similarly, most composition participants in the current study noted that it may 

be common for composers to work in multiple jobs to supplement their composition efforts. 

Specifically, one participant noted that most composers may perform, work in church music 

positions, or conduct ensembles while also working as composers. Two other participants in this 

subgroup noted that many composers teach in a secondary area such as theory or applied lessons 

in addition to composing. Therefore, similar to the implication for theory students, composition 

students may benefit from a variety of supplemental classes including conducting, music 

education, or pedagogy, in addition to the required composition curriculum.   
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Music History and Literature 

One of the most underrepresented music career fields in the review of literature was 

music history and literature. Rich (1964), described careers in music history as writing careers 

for musicians. Uscher (1990) included musicology as a career option for performing musicians, 

and Gerardi (2002) described a musicologist as a musician that researched possible cases of 

musical plagiarism. Finally, a career as a musicologist was cited in the two editions of Music 

Educators Journal (1977, 1982) that were devoted to music careers. Accordingly, the main point 

of discussion concerning music history and literature careers that received considerable attention 

from participants in the performance subgroup addressed career opportunities. Specifically, 

teaching at the college level and arts administration were commonly cited by participants in the 

music history and literature subgroup. 

According to participants in the current study, the most likely career in music history and 

literature is teaching at the university level. Although it is generally accepted that music history 

teachers focus on art music or the music of Western Europe and America, one participant in this 

subgroup noted that there are four distinct categories of music history or musicology in which 

one may concentrate. These four areas included: 1) art music, 2) popular/commercial music, 3) 

ethnomusicology (the study of music of non-western European traditions), and 4) jazz. This 

categorization may reveal a considerable amount of cross-over of music history careers into 

other music career fields. A musician with a degree in jazz studies may teach courses related to 

the history of jazz music, and may therefore be dually considered a musicologist and a jazz 

musician. Similarly, the history of popular/commercial music may cross-over into careers in 

music business/industry. 
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A potential connection between music history careers and performance careers was also 

identified by participants in this study. A career as an arts administrator was cited by participants 

in both the music history and the music performance subgroups. Performers may move into full-

time administrative positions in orchestras, opera companies, or other performing organizations. 

In smaller, regional orchestras it may also be common for musicians to hold administrative 

positions in addition to performing in the ensemble. A musicologist, however, may be hired by 

the same orchestra as a program-note annotator or in-house music critic and may move into an 

administrative role in the orchestra over time. Since both performers and musicologists my 

eventually obtain administrative positions in some performance organizations, there may be 

related skills and knowledge bases that are expected of musicians in both subgroups. 

Specifically, the people and business skills that were cited by performance participants may also 

be applicable to music history and literature careers, specifically in arts administration. 

Therefore, music history students who may want to work as a program-note annotator rather than 

a university music history teacher may benefit from business or administration courses in 

addition to the prescribed music history curriculum.   

Sacred Music  

Similar to theory and composition, there was little prior research related to sacred music. 

The only information concerning sacred music careers that was identified in the review of 

literature was that there may be some confusion among music career advising resources 

concerning the categorization of sacred music careers. The American Music Conference (1966), 

Murray (1970), Weissmann (1970), Casey (1986), Uscher (1990), Baskerville (2001), and Field 

(2004) listed sacred music careers as an exclusive music career category. Sacred music was also 

listed as a separate category in both editions of Music Educators Journal (1977, 1982). Goldberg 
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(1998) listed sacred music with other performing careers. And Gerardi (2002) listed sacred music 

in a category entitled “Extending Music Careers” (p. 170) that also included musicologist, music 

librarian, and military music.  

There were two main points of discussion concerning sacred music careers that received 

considerable attention from participants in the performance subgroup. These points of discussion 

addressed the personally/professionally rewarding aspects, and personal characteristics related to 

sacred music careers. Specifically helping others feel successful at musical tasks, and a sense of 

calling to the profession were commonly cited by participants in the sacred music subgroup. 

According to sacred music participants, both church musicians and music educators 

spend a majority of their professional time helping non-musical people feel successful in musical 

endeavors. Accordingly, the most commonly cited personally/personally rewarding aspect that 

was cited by participants in the sacred music subgroup was helping others feel successful at 

musical tasks. This finding may indicate a direct link between music education and sacred music 

careers. As a result, administrators of sacred music programs that do not currently include music 

education or pedagogy courses may need to consider the addition of music education and 

instrumental/vocal pedagogy courses to the sacred music program.   

There was one characteristic that was unique to the sacred music subgroup: a sense of 

calling (to the career). There were similar characteristics cited by participants in other subgroups 

but none with the consistency or specificity of the sense of calling cited by sacred music 

participants. When asked about the non-musical interests that may lead someone to pursue a 

career in jazz studies, one of the participants in this subgroup noted that some musicians may 

feel as though they were destined to become jazz performers. In addition, one of the music 

education participants noted that there were many that have known from a very early age that 
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they wanted to pursue careers in music education, but there was no mention of this by other 

music education participants.  

Concerning this sense of calling, sacred music participants commonly noted that there 

were two additional traits that must accompany one‟s calling: open-mindedness, and flexibility. 

According to one sacred music participant, many may feel called to the profession but may not 

know why they feel called, or to what specific capacity they feel called. A second sacred music 

participant noted that there are some students who declare they feel called to a specific type of 

church music ministry in a specific type of church. According to this participant, this type of 

calling is usually inauthentic. A true sense of calling, as suggested by this participant, is coupled 

with an open-mindedness to go wherever God leads. Therefore, it may be beneficial for music 

faculty members to ask potential students to describe their calling to the profession. Through this 

exercise, music faculty may be able to help potential sacred music students identify whether or 

not their calling is sincere, or whether they may be pursuing a sacred music career for reasons 

that will not help their career path.  

Jazz Studies 

The main point of discussion concerning jazz studies careers that received considerable 

attention from participants in the jazz studies subgroup addressed career opportunities. 

Specifically, the diversity of professional opportunities for jazz musicians and the careers 

available to non-degreed jazz musicians were commonly cited by participants in the jazz studies 

subgroup.  

Many of the same characteristics of performance careers that were identified in the 

review of literature and that were cited by performance participants in the current study were 

also cited by participants in the jazz studies subgroup. Therefore, similarities between 
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performance and jazz studies careers may exist. First, according to jazz studies participants, 

many jazz studies professionals survive by piecing together a number of part-time performance 

opportunities and may commonly work in non-musical jobs to support their performance 

endeavors. Jazz musicians may also be expected to perform at least part-time in other genres 

including show bands, orchestral work, or studio work. These characteristics were cited by 

Wissemann (1970), and were also cited by participants in the performance subgroup. Therefore, 

similar to students in performance programs, jazz studies majors may benefit from elective 

courses in marketing or promotion to prepare themselves for the business aspects of performing 

careers, and may also benefit from expanding their musical studies to include multiple genres 

and musical styles. 

Jazz studies participants also noted that any of the career opportunities in jazz studies 

may be available to non-degreed musicians. According to participants, there may even be 

opportunities in teaching at the college level for jazz musicians with extensive experience and 

exceptional skill. Therefore, similar to other subgroups wherein careers are available to non-

degreed musicians, jazz studies faculty members may need to consider their views concerning 

advising students to pursue jazz performance opportunities before completing a degree in jazz 

studies, or whether it may be more advantageous for the students to complete a jazz studies 

degree.     

Pedagogy 

There were two main points of discussion concerning performance careers that received 

considerable attention from participants in the pedagogy subgroup. These points of discussion 

addressed the additional attributes and career opportunities related to pedagogy careers. 

Specifically, the desire to work with a specific population, having struggled on the instrument, 
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and diversity of professional opportunities for performing musicians were commonly cited by 

participants in the pedagogy subgroup.  

Since musicians in the field of pedagogy are able to work with such a diverse range of 

student demographics and professional environments, some participants in this subgroup 

emphasized that pedagogy professionals should have a clear idea of the type of student for which 

they are best suited, and should teach primarily or exclusively in that area. One participant 

suggested that the fit between student and teacher may directly impact the teacher‟s ability to 

relate to students and teach in a manner most fitting of each student‟s age and ability. 

Participants noted that pedagogy professionals may have an initial interest in working with a 

particular age level, or may discover over time that they are better suited for one age than 

another. Therefore, university piano pedagogy programs may benefit from providing 

opportunities for pedagogy majors to teach students of varying age and ability levels. While 

pedagogy students may commonly be exposed to pre-school and elementary-aged children 

through university or community music programs, they may also need to seek opportunities to 

teach older students to determine where they are most suited to teach.   

There was a unique perspective concerning the teacher‟s role as a performer that was 

presented by a participant in the pedagogy subgroup. Most participants in this subgroup noted 

that professionals in pedagogy careers should be proficient on their primary instrument. 

However, it was also noted that oftentimes the students who struggled a bit as performers may 

make the best teachers. These teachers may know how to motivate and challenge struggling 

students in a manner that may encourage them to mature as musicians rather than generate undue 

frustration. Therefore, although proficiency at the keyboard was the most commonly cited 

musical skill in the pedagogy subgroup, this finding may imply that lesser-skilled performers 
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may also be suited for pedagogy careers, assuming these performers possess acceptable 

performance skill as well as the desirable teaching skills that were also cited by pedagogy 

participants. Pedagogy faculty members may therefore benefit from a comprehensive audition 

process for pedagogy programs to identify students‟ potential performance ability, while also 

assessing the teaching skills of pedagogy applicants. 

There was no mention of pedagogy careers among the resources included in the review of 

literature. As a result, there may appear to be a limited number of career opportunities for 

students majoring in pedagogy. Although career options may seem limited, and although there 

was no related research identified in the review of literature, pedagogy participants cited an array 

of professional opportunities in pedagogy, specifically concerning the settings and student 

demographics that one may choose to teach. In addition, participants in the pedagogy subgroup 

cited a recent trend that may extend the potential opportunities beyond home and private studios 

into the public school setting. Specifically, three participants noted that many public schools 

have begun to offer group piano lessons and Suzuki string classes. Therefore, careers in public 

school music teaching that have previously been available only to music educators, may become 

available to musicians from other fields. As a result, pedagogy faculty and program coordinators 

may wish to consider the addition of courses in classroom management, teaching students with 

special needs, and other courses that may be more commonly associated with music education.   

Musical Theatre  

There were two main points of discussion concerning musical theatre careers that 

received considerable attention from participants in the musical theatre subgroup. These points 

of discussion addressed the personal characteristics, and career opportunities related to 
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performing careers. Specifically, honest self-assessment, the „it‟ factor, and career categorization 

were commonly cited by participants in the musical theatre subgroup.  

Three musical theatre participants stated that musical theatre students and early-career 

professionals must be able to make an honest self-assessment of their skills, weaknesses, and 

specifically of their physical build and voice type. According to musical theatre participants, 

there are several distinct voice types, body-builds, and other characteristics that may determine 

the parts for which a person may audition. Participants in this subgroup noted that musicians who 

have assessed their abilities as performers will be more fully aware of their strengths, 

weaknesses, musical abilities, and other characteristics, and of the parts that may fit their types. 

These musicians may therefore experience more success in auditions. 

In addition, according to participants in the musical theatre subgroup, there are some 

musical theatre performers who possess an extra, indescribable performance trait in addition to 

the musical and non-musical skills required of the career field. This attribute was identified by 

two participants as the „it‟ factor. One participant described the „it‟ factor as an indescribable 

quality that emanates from the performer. A second participant described this factor as a 

presence or charisma that radiates into the audience. Participants who mentioned the „it‟ factor 

noted that this trait is hard to describe, easy to identify when observed in a performer, and 

impossible to teach.  

In addition, when discussing the „it‟ factor, participants in the musical theatre subgroup 

commonly included a brief discussion of the honest self-assessment trait that was previously 

discussed. Specifically, musical theatre participants noted that musical theatre performers should 

be keenly aware of their own abilities and should be able to recognize whether or not they 

possess the „it‟ factor. Musical theatre performers who recognize that they may not possess this 
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attribute may initially feel that they will not be successful as performers. To the contrary, 

performers without this characteristic may find success, but may have to work harder than 

performers with a higher degree of natural ability.  

The only resource in the review of literature that cited musical theatre careers was the 

online Career Center located on the website of the National Association for Music Education 

(MENC) (www.menc.org/careers/, 2001). The lack of information concerning careers in musical 

theatre may be related to the dual nature of this field. In preparation for the current study, it was 

noted that many musical theatre faculty members were listed as professors of opera and musical 

theatre, or were listed as drama or theatre faculty members. Therefore, some researchers may 

have omitted musical theatre careers assuming that this career field is closely associated with 

opera. One musical theatre participant in the current study noted that it was common for musical 

theatre performers to cross-over into opera performance once their voices mature or once they 

obtain a certain degree of professional status. Alternatively, some researchers may have excluded 

musical theatre careers assuming a stronger link with drama than with music. In any case, 

musical theatre careers were excluded from most of the music career advising resources 

reviewed for the current study. Due to the unique nature of musical theatre careers, and 

considering NASM‟s inclusion of musical theatre degrees among the 11 other distinctive 

undergraduate music degree fields, authors and publishers of music career advising resources 

may need to consider the inclusion of musical theatre careers in their music career inventories.  

Music Business/Industry 

The main point of discussion concerning music business/industry careers that received 

considerable attention from participants in the music business/industry subgroup addressed 

career opportunities. Specifically, career opportunities for non-degreed musicians were 

http://www.menc.org/careers/
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commonly cited by participants in the music business/industry subgroup. All six university 

faculty members in the music business subgroup noted that it may be very common for 

musicians to enter music business careers without a degree in music. One participant noted that 

employers primarily sought musicians with a strong work ethic and desire to become a part of 

the music industry. A second participant noted that the most successful music business 

professionals were musicians who made the most of the professional opportunities with which 

they were presented. Finally, one participant noted that it was quite common for non-degreed 

musicians to begin in entry-level positions and work their way up the related career ladders. 

These findings are in alignment with results from a study by Rolston and Herrera (2000) in 

which research participants suggested internship programs as one of six effective strategies for 

entering the music industry.  

 These findings may also imply a different interpretation of results from Tolley‟s 2008 

study citing declining enrollment in university music business programs. According to Tolley, 

the music industry is a shrinking career field and, as a result, there are fewer students enrolling in 

university music business programs. Results from the current study may also indicate that 

declining enrollment in university music business programs may be a result of students‟ 

increasing awareness that they may pursue music business career opportunities without pursuing 

a music business degree. Therefore, similar to performance and jazz studies faculty members, 

music business faculty members may need to consider how they will advise potential music 

business students in their degree and career decisions.   
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Music Therapy  

 There were two main points of discussion concerning music therapy careers that received 

considerable attention from participants in the music therapy subgroup. These points of 

discussion addressed the personal attributes, and career opportunities related to music therapy 

careers. Specifically, emotional stability, maturity, career categorization, and degree 

requirements were commonly cited by participants in the music therapy subgroup.  

There were two personal attributes that were unique to the music therapy subgroup. 

These attributes were emotional stability, and maturity. Participants in this subgroup noted that 

music therapists work in a number of potentially sensitive environments, and with clients of 

varying disabilities. Since continued exposure to these environments may quickly become 

emotionally taxing, emotional stability and maturity are necessary traits for music therapists that 

may spend extended periods of time in these situations.  

In addition, one participant noted that some music therapists may have been drawn to the 

music therapy career field because of close friends or family members that have suffered some 

type of physical, emotional, or other disability. Or, according to this participant, some may have 

also struggled through their own emotional or psychological issues. According to one participant, 

this was not a valid reason for becoming a music therapist if there were no additional 

justifications provided by the musician attempting to enter the career field. Although situations 

such as these may instill an interest in working with special populations, participants noted that 

music therapists must be emotionally stable and possess a certain degree of emotional stamina 

rather than having to deal with their own emotional issues in addition to those of their clients.  

There was more inconsistency concerning the categorization of music therapy careers than any 

other music career field among the resources documented in the review of literature. Goldberg 
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(1998) and Gerardi (2002) listed music therapy among “other” music careers being grouped with 

music librarian, music critic, and music journalist by Goldberg, and being grouped with band 

director, military music, and religious music by Gerardi. Beeching (2005) listed music therapy 

careers in its own category. Baskerville (1977) listed music therapy among additional careers and 

noted that music therapy was a newer career field in need of additional research. Participants in 

the current study did not provide any indication as to the potential grouping of music therapy 

careers with other music career fields with one possible exception. Two participants noted that 

some music therapists may be hired by schools to work with special needs children in the 

schools. Therefore, music therapy may be similar to careers in music education. However, both 

participants noted that music therapists used music in different ways and for different purposes 

than music educators. By this reasoning, and because of the unique nature of music therapy 

careers, it may be more accurate to avoid grouping music therapy with other music career fields.   

  An additional point concerning music therapy careers is that this was the only music 

career field in which participants noted that the degree was required for all careers in the field. 

Also, according to participants, a music therapist may not be hired without also obtaining the 

national music therapy certification from the American Music Therapy Association (AMTA). 

Furthermore, one participant noted that the AMTA has published set of nationally-implemented 

competencies that must be met by all music therapists graduating from an AMTA-accredited 

music therapy program. This participant noted that these competencies have provided very clear 

guidelines concerning the musical and non-musical expectations of current and future music 

therapists.  
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Music Education 

The main point of discussion concerning music education careers that received 

considerable attention from participants in the music education subgroup addressed musical 

interests. Specifically, a good high school ensemble performing experience was commonly cited 

by participants in the music education subgroup. According to previous research, a strong 

correlation has been documented between good high school music education experiences and the 

likelihood of students to pursue a degree in music education (Holloway, 1984; Jones, 1964; 

L‟Roy, 1983). According to all eight music education participants, most music educators are led 

to the profession because of an influential music educator, particularly in high school band, choir 

or orchestra. This finding was in alignment with prior research supporting the importance of high 

school ensemble directors in the career decisions of music majors. This finding was not in 

alignment, however, with results from Gillespie and Hamann (1999) in which only 7.2% of 

string music educators indicated that they were influenced by their ensemble directors to pursue 

careers in music.  

Secondly, Gordon (2006) and Dean (2006) suggested that a person‟s interests develop 

through experimentation, and exposure to new opportunities. Some music education participants 

in the current study noted that it may be common for students to enter their music teacher-

training programs with a strong desire to teach a particular age or ensemble setting. However, it 

may be equally common for students to discover they are better suited to teach in a different area 

through their exposure to students at other levels. This finding implies that future music 

educators may need a clear idea of the professional settings in which they desire to teach, but 

future music educators may also need the willingness to adapt if certain experiences reveal that 

they are better suited for other areas.   
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Limitations of the Current Study 

There were three issues concerning the interview schedule that were not revealed in the 

field test or pilot test phases of the current study that may have impacted the results of the current 

study. First, some participants did not seem to understand the purpose of the question pertaining 

to the musical skills that may be required for a successful career in their area. It may have been 

that this question seemed overly obvious to some participants or that some participants felt that 

any career in music may require a person to be a well-rounded musician with an all-

encompassing skill set and knowledge base.     

Second, there was great similarity across responses pertaining to non-musical skills and 

responses pertaining to personal characteristics that may determine a person‟s suitability for a 

music career. For example, participants cited communication, organization, empathy, and people 

skills as non-musical skills and also as personal attributes that may determine a person‟s 

suitability for careers in music. This may either indicate that the questions were not worded 

clearly enough to generate unique responses, or that there may be a strong connection between 

one‟s skills and one‟s personal characteristics.  

 Finally, there were some participants who requested additional clarification when asked 

about the non-musical interests that may direct a person to a career in their field. Although many 

participants were able to answer the related question, there were other participants who voiced 

confusion concerning this question. One participant indicated that this question made little sense. 

A second participant noted that it would be absurd for a person interested in a different career 

field to pursue a career in music. Comments such as these suggested that the wording of this 

question may have negatively impacted the ability of the question to generate the desired 

responses. In was not the intent of the question that a person‟s primary interests in non-musical 
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areas might lead that person to pursue a career in music, but that ancillary interests might be met 

through a career in music. Music therapy participants in the current study, for instance, cited 

non-musical interests in psychology and medicine. Music history participants cited non-musical 

interests in world history and visual arts.  

Recommendations for Future Research 

 

 Results from the current study revealed several areas wherein there may be inconsistent 

or insufficient information to advise music students in their career-making decisions. Future 

research could address potential deficiencies in these areas. This section will discuss 

recommendations for future research in each of the following four areas: 1) music career 

categorization, 2) performance program requirements, 3) research in other music career fields, 4) 

additional music career stratification, and 5) semantics: musician and performer.  

Music Career Categorization 

The review of literature for the current study identified considerable inconsistency among 

published music career resources concerning the categorization of some music careers. In 

addition, the review of literature identified uncertainty concerning the appropriateness of labeling 

some jobs as music careers or as technical or design jobs within a music career field. The current 

study confirmed that there were some music careers that may be grouped in one or more music 

career fields, and that jobs for non-musicians may exist in music career fields. 

Results from the current study also indicated that a well-designed program of study in 

one specific area may provide the necessary skills and knowledge bases required for a music 

career in that area. According to participants in multiple subgroups, students who obtain a music 

degree may have significant career advantages over their non-degreed peers. The most note-

worthy advantage of a music degree that was cited in the study was the ability to learn from 
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professional musicians with extensive experience and training in the related field. However, the 

current lack of consistency of music career categorizations may lead music students into music 

degree programs that do not directly coincide with their music career interests.  

It may be beneficial, therefore, for future research and related publications to consider 

using the 12 NASM-accredited undergraduate music degrees as a system of music career 

categorization. Such a system may categorize music careers with the most closely related 

undergraduate music degree, and may prepare students for careers in their field of interest. In 

addition, music faculty members and advisors may be able to direct music students to the most 

appropriate degree based on their career goals. 

 Performance Program Requirements 

At the time of the study, there were 628 colleges and universities listed in the NASM 

online member database. The most commonly offered undergraduate music degree among these 

universities was a bachelor of music in performance. In addition to these universities, there may 

be other colleges and universities that include performance as a component of a bachelor of arts 

in music degree. To the uninformed student, the frequency of university music degrees leading to 

careers in performance may indicate, erroneously, that a comparable number of professional 

opportunities are available for performing musicians. This may also indirectly contribute to an 

overly-saturated job market that was noted in the review of literature and cited by participants in 

the current study.  Also, university music departments may do a disservice to incoming music 

students by admitting them to music degree programs, namely performance, for which the 

students may be poorly suited or for which there are so few career opportunities available.  

As a result, future research could analyze the admission standards and curricular 

requirements of university performance degree programs. Specifically, research could identify 
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the extent to which faculty and advisors in these programs caution potential students about the 

saturated job market and the potential difficulties they may experience in finding employment. In 

addition, future research could address the extent to which university performance programs 

prepare students for the business/entrepreneurial aspects of performing careers, and the 

professional versatility that may enable graduates to audition for a wider variety of performance 

opportunities. Research addressing these areas may enable performance faculty members and 

advisors to improve the advising of potential students in these programs as to the extent of their 

career options as performers, and other areas of music study that may be more directly in line 

with their skills and interests. Finally, future research could be conducted on the need for 

business courses in performance curricula, or for exposure to a more musically diverse 

curriculum for performance majors. 

Research in Other Music Career Fields 

There were a number of music careers identified in the review of literature that were 

either underrepresented, or were not identified by participants in the current study. A sampling of 

potential music careers that were underrepresented in the current study includes conducting, 

instrument repair technician, and music librarian. After further analysis, it was determined that 

there was no NASM-accredited music degree that was directly related to these music careers at 

the time of the study. Future research could identify any additional music careers that may not be 

related to NASM-accredited undergraduate music degrees, the degrees that may be most closely 

associated with those careers, and the desirable traits that may determine a student‟s potential 

suitability for each additional music career.  

Conversely, there was little information provided by previous research concerning some 

of the music careers that were included in the current study. Specifically, there was little 
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information provided in the music career advising resources concerning careers in music theory, 

and composition. Careers in music therapy and sacred music were listed in various resources but 

no other information was provided about these careers. Future research could investigate 

additional characteristics of sacred music and music therapy careers that may help music 

advisors and faculty members accurately counsel students concerning these degree fields.  

Additional Music Career Stratification 

 In preparation for the current study, clear, identifiable criteria for further stratification in 

the performance subgroup were documented. Specifically, the following six subcategories were 

identified: 1) woodwind, 2) brass, 3) percussion, 4) orchestral string, 5) classical guitar, and 6) 

voice. Results from the current study indicated that there may be related categories within other 

music career fields. Specifically, participants in the music business and musical theatre 

subgroups suggested that further stratification may exist in their respective subgroups. The five 

categories that were cited by a participant in the music business subgroup were: 1) arts 

administration, 2) recording and recording arts, 3) booking and tour management, 4) publishing, 

and 5) other careers. There was no specific career categorization cited by musical theatre 

participants but the careers that were cited by these participants typically fell into one of three 

categories: 1) performing, 2) technical and design, and 3) administration. Future research could 

identify the generalizability of these categories as a potential model for career advising resources 

in these areas, and should identify possible categorizations that may exist in other music career 

fields. In addition, future research could identify the desirable traits that may determine a 

person‟s suitability for careers in each identified category.  
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Semantics: Musician and Performer  

It was observed that participants in the current study commonly used the terms musicality 

and musician interchangeably with performance ability and performer. This observation may be 

a simple issue of semantics, or may imply a common mindset among some musicians. When 

people are described as “excellent musicians,” they are typically being evaluated based on their 

ability to perform. However, there are professional musicians in career fields that may be less 

contingent upon performance. These musicians may be considered highly skilled as musicians, 

but may not necessarily possess as high of performance skills as those in performance-related 

fields. This raises the question as to the philosophical difference between the terms musicality 

and performance ability, and the most appropriate means for evaluating a person‟s musicianship.  

This observation may also relate to the notion mentioned in the introduction of this study 

that performers may be held in higher esteem than musicians in other career fields. Although 

performance may be the most observable demonstration of musicality/musicianship, to imply 

that performers are higher quality musicians, may also imply that composers, conductors, 

educators and other musicians in non-performance careers are lesser-skilled musicians. A more 

appropriate descriptor may be lesser-skilled performer rather than lesser skilled musician. 

Therefore, since musicianship is commonly evaluated through performance, but musicians in 

non-performing careers reveal their musicianship through other means, future research could 

identify musicians‟ philosophical views of the terms musician and performer, and the most 

appropriate means of evaluating a person‟s musicianship.     
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Conclusion 

The ability to advise music students may be directly affected by the accuracy and 

thoroughness of available information related to music careers. Potentially inaccurate or 

insufficient information may cause students to make uninformed career decisions, and may 

inadvertently direct them to careers for which they are poorly suited. Related research has 

indicated that music careers may be among the most highly sought-after professions 

(Baskerville, 2001), but that there may also be considerable confusion concerning the extent of 

career opportunities for musicians, and the personal attributes that may determine one‟s 

suitability for those careers (Chen, 1997; Goldberg, 1998; Myrick, 1975; Teal, 1982). The 

current study inventoried a variety of available music careers that were associated with each of 

the 11 NASM-accredited undergraduate music degrees, and indicated that there may be a unique 

set of desirable attributes that can determine a person‟s potential compatibility for each career. 

Ideally, music educators, advisors, and others who counsel potential music majors will be 

diligent in their efforts to increase students‟ awareness of music career opportunities, and to help 

music students find a career that is best suited for their skills, interests and other attributes. 
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Introduction 

This interview schedule will be conducted with musicians from a variety of music career 

fields. The purpose of this study is to identify the music career opportunities that are available to 

students who graduate with one of the 12 NASM-accredited music degrees, and the 

recommended skills, interests, work-values and personal characteristics for career compatibility 

in these careers.  

Instructions  

Your help is needed to improve the content, question clarity, and format of the interview 

schedule before the formal study. Please read the interview schedule, and then answer the 

questions below as thoroughly and accurately as possible. You are not being asked to answer the 

interview questions, only the questions on this sheet. Please use extra space on the back if 

needed. Please have your responses returned to me by DATE.    

For each section in the interview, (demographics, music career opportunities, and 

recommended  musical and non-musical skills, interests, values and personal characteristics), 

please answer the following questions: 

1. In addition to the section heading topics included on the interview schedule 

(demographics, music career opportunities, and recommended musical and non-musical 

skills, interests, values and personal characteristics), what additional topics should be 

added so as to adequately address the overall topic of identifying music career 

opportunities and recommended traits for career compatibility?   

2. For each section, do the questions under each section heading (demographics, music 

career opportunities, and recommended musical and non-musical skills, interests, values 

and personal characteristics), adequately measure the topic of each section heading? If 

not, what additions would you recommend? 

 Demographics: 

 Music Career Opportunities: 

 Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility: 

 

3. For each section, which questions, if any, are not related to the section heading 

(demographics, music career opportunities, and recommended musical and non-musical 

skills, interests, values and personal characteristics), or overall topic (identifying music 

career opportunities and recommended traits for career compatibility)? How might these 

questions be improved?  

 Demographics: 

 Music Career Opportunities: 

 Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility: 

 

4. For each section, which questions, if any, use terms that may be inappropriate for 

professional musicians in a variety of music professions? How might this wording be 

improved?  

 Demographics: 

 Music Career Opportunities: 

 Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility: 
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5. For each section, which questions, if any, are poorly or unclearly worded? How might the 

questions be worded more clearly? 

 Demographics: 

 Music Career Opportunities: 

 Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility: 

 

6. For each section, what questions, if any, are misleading or seem like they are trying to 

generate a specific response? How might the questions be improved?  

 Demographics: 

 Music Career Opportunities: 

 Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility: 

 

7. For each section, in which questions does the question and response format seem 

unclear? How might the format be improved?  

 Demographics: 

 Music Career Opportunities: 

 Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility: 

 

Regarding the Overall Organization of the Interview Schedule: 

8. What changes do you recommend regarding the order of the sections? Please explain. 

9. What questions, if any, would be more appropriately placed in a different section (please 

specify question number and the section in which it should be placed)?  

10. In each section (demographics, music career opportunities, and recommended musical 

and non-musical skills, interests, values and personal characteristics), what questions, if 

any, need to be reordered? Please explain. 

 Demographics: 

 Music Career Opportunities: 

 Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility 

 

Additional Comments 

What additional comments or suggestions do you have that may improve either the content or 

clarity of this interview schedule?  
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Will be read at the beginning of each interview session:  

 

You are being asked to participate in a research study to identify the music career opportunities 

for students who graduate with a degree in music, and the skills, interests, work-values and 

personal characteristics that may determine a person‟s compatibility with these music careers.  

 

Results from this study are expected to provide insight concerning the career opportunities for 

students who choose to pursue a music degree, and may lead to an increased interest in helping 

music students find the career that is best suited for their skills and interests. 

 

The principal investigator is Eric Branscome, a graduate student at the University North Texas 

and the project is being supervised by Dr. Debbie Rohwer, Chair of the UNT Music Education 

Division (940) 369-7538.  

 

This interview session should take approximately 15 minutes. The interview session will be 

taped and saved as audio file using an alpha-numeric code _______ (insert code) so that your 

name and other identifiable information can be removed. A transcriptionist will be used to 

confirm the accuracy of interview transcripts, but the transcriptionist will only have access to the 

alpha-numeric code.   

 

Neither your name, nor the name of your employers, or other representatives will be provided in 

the dissertation or other related publications or presentations. 

You have the right to refuse participation in the study and to stop the interview at any time. The 

decision to withdraw from the study will involve no penalty or loss of rights or benefits. 

This research project has been reviewed and approved by the UNT Institutional Review Board 

(940) 565-3940.  Contact the UNT IRB with any questions regarding your rights as a research 

subject. 

Do you have any other questions about confidentiality or your role in this study before we begin?   
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Salutation: Mr./Mrs./Ms./Dr. ________________________________, 

 

Hello. My name is Eric Branscome. I am a graduate student at the University of North Texas, 

and I am currently completing my dissertation on the topic of music career opportunities.  

Your university was selected from the NASM online member database as one of the universities 

that offers a music degree in _______. I am writing to see if you would be willing to participate 

in a short interview to provide information about careers related to this degree and the desirable 

traits that may affect a person‟s suitability for a career in _________.  

Please reply to this message and let me know if you would be willing to participate and, if so, 

when would be a good time for me to call to complete the interview. The interview should take 

no longer than 15 minutes. Also, please feel free to contact me if you have any additional 

questions before agreeing to participate in an interview. I look forward to hearing from you. 

 

Sincerely, 

Eric Branscome 
PHONE: (903) 923.2163 

E-MAIL: ebranscome@etbu.edu  
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APPENDIX D 

INITIAL INQUIRY SCRIPT: PROFESSIONAL MUSICIAN 
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Salutation: Mr./Mrs./Ms./Dr. ________________________________, 

 

Hello. My name is Eric Branscome. I am a graduate student at the University of North 

Texas, and I am currently completing my dissertation on the topic of music career opportunities. 

You were recommended by a professional colleague as an expert in __________. I am writing to 

see if you would be willing to participate in a short interview to provide information about a 

career in _______________ and the desirable traits that may affect a person‟s suitability for this 

career. Please reply to this message and let me know if you would be willing to participate in this 

study and, if so, when would be a good time for me to call to complete the interview. The 

interview should take no longer than 15 minutes. Also, please feel free to contact me if you have 

any additional questions before agreeing to participate in an interview. I look forward to hearing 

from you. 

 

Sincerely, 

Eric Branscome 
PHONE: (903) 923.2163 

E-MAIL: ebranscome@etbu.edu  
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INTERVIEW SCHEDULE: FACULTY MEMBER 
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Section 1: Music career opportunities  

1. What are the careers available for a student majoring in ___________ (career field)? 

 

2. Are there jobs in ___________ (career field) that may be available to people who do not 

have a degree in music?  

a. If no, skip to each question. 

b. If yes 

i. What careers 

ii. What major or degree may be required for this career? 

 

 

 

 

Section 2: Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility  

1. What musical skills are required for a successful career in _________(career field)? 

 

2. What non-musical skills are required for a successful career in _________(career field)? 

 

3. What musical interests typically direct people to this career field?  

 

4. What non-musical interests may also draw people to this field? 

 

5. What are the most musically rewarding aspects of ___________(career field)?  

 

6. What are the most personally or professionally rewarding aspects of ___________(career 

field)?  

 

7. What personal characteristics are desirable for music professionals in _________(career 

field)? 

 

8. In addition to information provided in the previous questions, are there any other 

attributes that might make someone a good fit in _________(career field)? 
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Demographic questions  

1. What is your official rank or title? 

 

2. What degree(s) do you hold? 

 

3. Do you hold any additional licenses or certifications related to your profession? 

a. If no, skip to next question 

b. If yes: 

i. What certification or license? 

 

4. Are you a member of any professional organizations? 

a. If no, skip to next question 

b. If yes: 

i. What associations?  

 

5. How long have you been in your current position? 

 

6. Have you held any other music-related jobs?  

a. If no, skip to next question 

b. If yes: 

i. What other jobs have you held? 

ii. Do you still work in any of these jobs in addition to your university 

teaching?  

1. If no, skip to next question 

2. If yes: What jobs?  

 

7. How many total years of professional experience do you have? 

 

8. As a professional musician, have you held any jobs that were unrelated to music?  

 

9. What is your age? 

10. What is your ethnicity?  
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Section 1: Music career opportunities  

 

1. You were recommended by a university faculty member in the area of (circle one based 

on prior interview session with faculty member):  

Music Performance    Pedagogy 

Music Theory     Musical Theatre 

Composition     Music Business and/or Music Industry 

Music History & Literature   Music Therapy 

Sacred Music     Music Education  

Jazz Studies 

 

2. In addition to your job, what other occupations are available in _________________ 

(name of field provided above)?  

 

 

Section 2: Musical and non-musical skills, interests, values and personal characteristics for 

career compatibility 

1. What musical skills are required for a successful career as a(n) ______________ (career 

name)? 

 

2. What non-musical skills are required for a successful career as a(n) ______________ 

(career name)? 

 

3. What musical interests typically direct people to this career field?  

 

4. What non-musical interests may also direct people to this career field?  

 

5. What are the most musically rewarding aspects of a job in _________ (name of career 

field)?  

 

6. What are the most personally or professionally rewarding aspects of a job in _________ 

(name of career field)? 

 

7. What personal characteristics are desirable for professional ________________ (name of 

career)? 

 

8. Are there any additional attributes that might make someone successful as a(n) 

________________ (name of career)? 
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Demographic questions 

1. What is your official job title?  

 

2. What are your primary duties as a(n) ______________________? (career name) 

 

3. How long have you been in your current position? 

 

 

4. How many years total experience do you have as a(n) __________________ (career 

name)? 

 

5. Do you have a college degree? 

a. If no, skip to next question 

b. If yes: 

i. What degree or degrees? 

ii. What was your major or specialization?  

 

6. Do you hold any additional certifications or licenses? 

a. If no, skip to next question 

b. If yes: 

i. What certification or license? 

 

7. Are you a member of any professional organizations? 

a. If no, skip to next question 

b. If yes: 

i. What associations?  

 

8. Have you held any other music-related jobs? 

a. If no, skip to next question 

b. If yes: 

i. What other jobs have you held? 

ii. Do you still work in any of these jobs in addition to your work as a(n) 

_________________ (career name)?  

1. If no, skip to next question 

2. If yes: What jobs?  

 

9. Do you currently work in any jobs that are unrelated to music? 

a. If no, skip to next question 

b. If yes,  

i. What other jobs do you hold?  

 

10. What is your age? 

11. What is your ethnicity? 
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MEMBER CHECK / FOLLOW-UP SCRIPT 
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Salutation: Mr./Mrs./Ms./Dr. ________________________________, 

 

I have e-mailed/will e-mail a typed transcript of your interview session (see attached). Would 

you please review the transcript and let me know if you feel the transcript accurately and 

thoroughly represents the answers you provided during your interview session. Finally, I would 

like to ask if you would like a copy of the results of this project. 

 

 

Thank you again for your participation in this study. 

 

Sincerely,  

Eric Branscome  
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