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Leadership and Musician Development in Higher Music Education

Leadership and Musician Development in Higher Music Education informs, challenges and evaluates the central practices, policies and theories that underpin the preparation of future music leaders and the leadership of music in higher education. In higher education, it is often presumed that preparing for professional work is the responsibility of the individual rather than the institution. This anthology draws on the expertise of music practitioners to present the complexities surrounding this topic, exploring approaches to leadership development while addressing prevalent leadership issues from multiple standpoints.

Leadership is an inherent part of being a musician: from the creative act through to collaborative engagement, it is fundamental to creating and sustaining a career in music. To expect musicians to develop these necessary skills “on the job”, however, is unreasonable and impractical. What support might be given to those looking to negotiate a career as a musician? In 14 essays, contributors from around the globe explore this question and more, questions such as:


•How might leadership be modelled for aspiring musicians?

•How might students learn to recognise, appraise and extend their leadership development?

•How might institutional leaders challenge curricular and pedagogical norms?



Effective leadership development for musicians is vital to the longevity of the profession – Leadership and Musician Development in Higher Music Education is a likewise vital resource for students, educators and future music leaders alike.

Dawn Bennett is John Curtin Distinguished Professor of Higher Education and Director of the EmployABILITY and Creative Workforce Initiatives with Curtin University in Australia.

Jennifer Rowley is Associate Professor and Program Leader of Music Education at the Sydney Conservatorium of Music, The University of Sydney, where she coordinates the professional placement programme for students into the arts industry, regional conservatoriums and schools.

Patrick Schmidt is Associate Professor and Chair of Music Education at Western University in Canada, where he specialises in critical pedagogy, urban music education and policy studies.
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Preface

This is the first of two volumes concerned with leadership and leadership development in higher music education. The anthologies mark the launch of two new Routledge series: Global Perspectives in Music Education and Specialist Themes in Music Education.

A central focus of the new series, produced in partnership with the International Society for Music Education (ISME), is to understand and enhance the processes by which music in all its forms is accessed, experienced, utilised, connected, communicated, learned and taught. Consequently, it is fitting that leadership should form the topic of the first volumes in the Global Perspectives series. Musicians – and both series will emphasise the holistic and non-hierarchical view of musicians as people who practise in one or more specialist fields – are leaders in and through their communities. Whether or not these communities include higher education, musicians must lead not as solitary leaders of the past but as collaborative facilitators of the future.

The authors of the two leadership volumes first presented and discussed their work at the ISME Commission for the Education of the Professional Musician (CEPROM) in St Andrews, Scotland, in July 2016. Leadership as a competency was discussed from theoretical and practical perspectives, yet a common theme was that the preparation of musicians rarely addresses the qualities required to lead – to create and sustain – a meaningful career in music.

It is insufficient to expect that musicians will develop their leadership “on the job” as part of what is often referred to as lifelong learning. This is not to suggest that higher music education programmes should partition vital curricular time for formal leadership training. Far from it; as the authors in these volumes illustrate, leadership is an inherent part of being a musician from the creative act through to collaborative engagement and creating and sustaining a career.

How, then, might leadership be modelled for aspiring musicians? How might students learn to recognise, appraise and extend their leadership development? How might institutional and curricular leaders challenge extant structures and processes to enable more distributed and transformative leadership approaches? Where are the examples and the lessons through which music educators might extend their practice within the constraints of time, resources and energy? The authors agree that leadership development for musicians is vital for the longevity of the profession. It is through their contributions that these volumes will make their mark.

Dawn Bennett, Jennifer Rowley and Patrick Schmidt

June 2018

Peer Review Statement 

All published chapters in this volume have undergone rigorous double-blind peer review based on initial editor screening, anonymous refereeing by independent expert referees, and consequent revision by chapter authors when required. The published chapter constitutes the final, definitive, and citable Version of Scholarly Record.







Foreword: A Call for Care in the Development of Musicians as Leaders

DAVID LINES



Becoming a Musician

What does it mean to become a musician? For me, music was a distinct and real part of my childhood, mainly due to the fact that I grew up in a family that valued and loved music of all kinds: classical piano, orchestral, rock guitar, jazz, folk, pop songs, musical theatre, church music and much more. But it was in my teenage years and early twenties when I started to think more seriously about becoming a musician and I then became more focused on the reality of what that meant.

During that period, a number of converging musical events, relationships, challenges and discoveries came together in such a way that a “becoming in music” happened. I was a reasonably serious piano student who enjoyed learning the classic keyboard compositions of Chopin, Haydn, Beethoven, Bach and 20th-century piano pieces like Bartók’s Mikrokosmos. But at the same time, I found plenty of enjoyment in the acoustic guitar, mainly through a process of self-learning and social connections that were aurally focused and associated with the mainstream rock music of the 1970s. This all occurred alongside a period of very active musical listening to all kinds of eclectic musical styles, a listening process that was stimulated, no doubt, by the dual experiences of formal piano learning and informal guitar learning. Having this element of difference in the formative years of my musical development allowed me to move outside conventional listening experiences and be open to different kinds of musical experiences and approaches.

As a result, it is very hard to pinpoint or narrow down my musical development to a particular influence, linear direction or conscious decision; and in this sense it could be said that my emergent life as a musician was “rhizomatic” (Deleuze & Guattari, 1987) – the directions of change came from a fusion of different stylistic, social and material impulses, in no particular linear order. Of course, you could say this account of my life experience of becoming a musician is anecdotal at best, but as a tertiary music educator with 30 or more years of experience I can look back and reflect on what happened with confidence and with a tacit understanding that also connects with the experiences of others.

Connecting Music and Life

Becoming a musician is one thing, but discovering and experiencing how music connects with life is another. The act of learning music can involve a great deal of serious investment in time and concentrated energy. It is a labour of love, a dedication and investment in an ongoing process of self-control and self-discipline. Consequently, a musician’s journey can be insular and removed from other experiences in the wider world. But music is not an art that exists in a vacuum; it thrives on its connections and intersections with diverse forms of cultural life. Musical sound is ephemeral and expressively connected with life; the vibrancy and communicative impulse of music comes from its metaphoric and imaginative association with the “non-musical”, or what is outside the immediacy of playing an instrument or singing.

The ironic thing is that as a musician, it is through a connection with the world outside music where you can find the opportunity to express the power of music through its living relations with things like language, technology, care, love, freedom, individuality and community. This gives us a hint as to what kind of music and music leadership programmes can be implemented at the university level.

I discovered this outside element through teaching. Following a performance degree in classical piano and a year playing professionally in jazz and rock bands, I decided on a change of career direction and became a primary school teacher. This change forced me into the unfamiliar territory of constant interaction with children in the classroom and the teaching of a broad curriculum across all subjects.

I recall the primary classroom as being a space filled with an assortment of many different personalities and needs, and dealing with this was a challenge. I was, after all, a friendly “muso” who, up to that point, was used to socialising with like-minded friends in bands, not with adolescent children. But the intensity and difference afforded by this new working experience led to a whole new range of interesting experiences and possibilities. This eventually included a very interesting career pathway in tertiary music education, research and creative musical performance.

In my new job as a primary teacher I started to make connections between my musical passions and my personal desire for the children in my care to experience something exciting and educative through the arts. This evolved into a series of musical shows based initially on New Zealand children’s novels, which then morphed into annual collaborations of entirely new shows composed and authored with other teacher colleagues and the children themselves. These shows created a place for the children to experience the richness of a living community with music and other arts.

A Call for Care

Professional experiences like these have made me realise how important it is to challenge the normative ways of teaching and learning music at the tertiary level. How can we prepare students for these kinds of future musical and extra-musical connections? I feel strongly that tertiary music learning should not be too innocuous or mundane. It should not be overly formulaic or regulated, for in doing so it runs the danger of becoming insular, stale and repetitive. Tertiary music education should be structured in such a way that diverse learning directions are possible alongside more regular kinds of music learning, so that the potential for rhizomatic connections remains possible. When we fail to structure our programmes in this way, we limit music’s potential by restricting music learning to tired old forms of training and nihilistic repetition.

In recent decades the economic paradigm of what has become known as neoliberalism has infiltrated many sectors of society, including areas traditionally connected with the arts and education. By neoliberalism I refer to the rise of marketisation and the intensification of the logic of the market in all areas of society. Under neoliberalism, all things are judged according to their market worth; for anything to be possible it must first be fiscally viable. In this paradigm everything is a potential market opportunity where an ethic of self-interest and individual consumer choice trumps other values (Wren & Waller, 2017, p. 498). Under neoliberalism what was known as the “public good” – that is, the beneficial and ethical character of public institutions such as the benefits of universities, schools, early childhood centres, health organisations and arts and cultural organisations – has become increasingly privatised and subject to the logic of individualism, profit and efficiency. These processes are occurring in front of our very eyes in tertiary education spaces.

University faculty and others know how the economic realities of student class numbers influences tertiary education values. In the past 20 years or so, tertiary education has developed a market-orientated and competitive approach to the provision of both undergraduate and postgraduate study, perpetuated by competition for student numbers and research. Results have been mixed. From where I see it, the increased competitiveness for students in the tertiary sector has resulted in some disappointing and negative outcomes; it has disrupted the quality of many academic programmes, lessened student choice and, in some instances, led to the loss of competent music staff. Further, atomistic research auditing systems have encouraged individual research over and above more collaborative, team-based research.

As arts educators we need to take stock of the influence of neoliberalism and other disabling ideologies that affect our artistic work and pedagogy. To what degree should the neoliberal economic paradigm completely dominate our lives, our artistic and musical values and our concepts of pedagogy, teaching and learning? And to what extent can arts educators take up a counter-narrative or dialogue with neoliberalism that offers artistic and humane outcomes for students?

While the realities of neoliberalism prevail, tertiary music education must also take care not to become too wedded to the modern neoliberal university code, which presents itself as commodity-driven education and performativity. Music, as a discipline within the university, can become restrained and defensive through having to conform to the regulatory demands of systematic education and the associated economic pressures of educational cost. In such circumstances, music departments can become diluted and it can become increasingly difficult for music students to experience a meaningful connection with their studies.

Perhaps part of the solution to these concerns comes not from the musical act itself but from an alternative way of thinking about it. While a “care-less” ethic of self-interest may prevail in neoliberal tertiary education, the notion of music-as-care could be positioned as an alternative. I would argue that a notion of care underpins both music and education as a pedagogical concept and as a real process between teachers, students and communities. Music is a relational activity involving performers and audiences; it is an act of communication and sharing (Cobussen & Nielsen, 2012). Music-making or musicking (as Christopher Small calls it, 2011) in its various modes (performing, composing, improvising, recording, listening, writing and reading…) is therefore an ethical act; it is utterly human, communicative and expressive. In this sense music-making is also an act of care – a mindful practice that involves the care of the music itself along with a care for the act of musical creation with others (be they co-musicians or listeners).

Implications for Leadership

A call to care necessitates a new kind of tertiary music education leadership that can negotiate these real challenges and seek creative solutions to help music be the vital and powerful creative force that it is. This book is an excellent introduction to new and challenging thinking and research about how institutional leadership in tertiary music education can respond to thinking about music curricula, music careers and music leadership in the 21st century. Editors Dawn Bennett, Jennifer Rowley and Patrick Schmidt, and the chapter authors, have done a wonderful job of presenting an array of different perspectives and angles on this topic. Like my own career, future careers in music will be diverse and substantively different than the perceived norm; these new musicians will need to embrace an ethic of care, be agile, make connections and find space for new ways of communicating through musical action. This important book is a step in that direction.
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I

 How is Leadership Developed in Higher Music Education?

Jennifer Rowley, Dawn Bennett and Patrick Schmidt



Leadership and Musician Development in Higher Music Education is the first of a two-volume edited anthology dedicated to leadership and leadership development in higher music education. The volume presents compelling arguments in support of leadership development as a core component of student musicians’ development. Authors from diverse countries and contexts explore the broader dimensions of leadership, musicians’ work, institutional policy and music in higher education. The authors, who include two students, define the diverse qualities required by graduate musicians if they are to create and sustain their lives in music. With a focus on leading institutional change, they suggest how these qualities might be developed so that the next generation of musicians and leaders is equipped to succeed.

Leadership in the Musician’s Practice

Over the past 20 years, higher music education has been both the subject of increased scrutiny and the innovator of substantial reform. Within the innovative and diverse higher music education settings are seen many examples of distributed, collaborative and transformative leadership. Questions remain, however, as to how leadership is developed among students and faculty, the extent to which leadership is understood by participants, and the degree to which it is supported and sustained within a performance-centric culture.

This volume exposes the practice of musicians engaged in a diverse range of roles. It highlights the demands on individual workers to lead their own work, careers and professional learning and it considers the implications for music education. Drawing his context from the practice of choral singing, Martin Berger (Chapter IX) explores the development of leadership skills and musician identities among choral conducting students. Central to Berger’s thesis is that choral conductors lead music-making in multicultural contexts for which they must combine musicality, creativity and social citizenship. As Berger argues, the multifaceted societal role of choral conductors presents a challenge to practitioners and educators. Indeed, to Durrant’s (2005, p. 89) list of necessary music graduate attributes, “philosophical underpinning, music-technical skills and interpersonal skills”, he adds the need for transformational leadership, transcultural understanding, creativity and expanding awareness of the contexts within which music work takes place.

Pamela Pike (Chapter X) continues the creativity and citizenship themes, adding that musicians have an essential role to play in advocating for the intrinsic value of music and creative experiences. Beyond this, Pike’s study illustrates, yet again, that musicians are more than performers and that creating and sustaining a career in music requires music-technical skills alongside the ability to run a small business, to teach and to provide high-level leadership roles within diverse societal settings.

Like Berger, Pike emphasises the role of transformational leadership; however, she also points to indirect leadership and the role of the mindful follower. To illustrate her point, Pike conveys leadership in terms of the creative convergent and divergent thinking that underpins the creative phases of preparation, incubation, illumination and verification. Pike contends that curricular space must be made for the exploration of these phases, not necessarily through whole-scale curricular change but through meaningful practice, explicit discussion and critical reflection on problem-based, team-based challenges.

In her chapter, Janis Weller extends Clarke and Doffman’s (2017) discourse about distributed creativity and autonomous zones. She explores leadership through the theoretical lens of transformational leadership and the metaphorical lenses of musical improvisation, composition and performance.

Weller (Chapter XII) emphasises that musicians have been responsible for leading their practice and careers – in whole or part – for centuries. Drawing on recommendations made in 2014 by the United States College Music Society Task Force (CMS) in its manifesto on the undergraduate music major (Sarath, Myers & Campbell, 2016), Weller presents compelling evidence for higher music education to prepare students for the practice of being a musician. Musicians’ practice involves diverse musical genres, collaboration, business capabilities, teaching and coaching abilities and an entrepreneurial mindset. Transformational and shared leadership theories are used to tease out the spontaneous and yet strategic leadership demonstrated by a musician whose practice mirrors many of Berger’s points about the musician as an agent of social change. In framing leadership both of and within the musician’s practice, Weller suggests a way forward for the CMS manifesto recommendations and the thinking of higher music education elsewhere in the world.

One of the most intensive and influential relationships in higher music education is that between a student and the vocal or instrumental music teacher, described by Burwell (2012, p. 150) as a relationship of “businesslike intimacy”. In Chapter XI, Christine Ngai Lam Yau draws readers inside the undergraduate student experience to see how the leadership of instrumental teachers informs or disrupts students’ complex identity work. Articulating the thinking of incoming performance students who encounter equally talented peers and become increasingly aware of the fierce competition for work (see also Burland & Pitts, 2007; MacNamara, Holmes & Collins, 2008), Yau emphasises the influential leadership role of instrumental and vocal teachers. As argued previously by Gaunt (2008), Yau finds that the power relationships between teacher and student, coupled with the relative isolation of the teaching studio can inhibit learners’ emerging sense of artistic autonomy (Gaunt, 2008). The findings of Yau’s study will inform strategies for explicit identity work with students. They should also be considered in the development of reflexive thinking as a leadership trait among both teachers and learners.

Susan O’Neill (Chapter VII) presents as her subject the challenge of developing leadership capacities among students born after 1995: students identified as “Generation Z”. Mindful of that generation’s preferred learning styles, which include practice-based learning, O’Neill emphasises the benefits of educator investment in creative opportunities for leadership development. In line with Berger (Chapter IX), she also signals the efficacy of using an ally approach to help students realise their potential as change agents.

Two music students provide commentary on the chapters in this volume. The commentator for the leadership development in musicians’ practice group of chapters is Canadian graduate student, composer and pedagogue Kelly Bylica (Chapter XIII) who summarises the leadership types expressed by the five authors presented above. In line with Yau’s focus on identity, Bylica homes in on the development of self-concept and critical thinking. She observes that transformational leadership is an essential part of higher education, given that its goal “is to prepare the student to become the teacher: to lead in performance, studio and classroom”. Leadership, she attests, is at the centre of every musician’s practice, regardless of career phase or activity. The inherent nature of leadership within the practice of musicians is illustrated by several of the authors (see for example Pike, Chapter X; Reid, Chapter III; and Weller, Chapter XII). It is unsurprising, then, that one of the most immediate opportunities for curricular reform relates to positioning student musicians’ leadership development as a reflexive and developmental component of their studies. Leadership should be learned, and the responsibility lies equally with student and teacher. This is a theme to which we return in the concluding chapter.

By looking at the chapters about leadership development in musicians’ practice, then, we introduce many of the complexities that surround the topic of leadership in and through higher music education. We acknowledge the complexity of higher music education, but we do not absolve its leaders of the responsibility to lead effective change.

Institutional Leadership

Susan O’Neill’s chapter provides a logical bridge from the development of institutional leadership to that of leadership in musicians’ practice. O’Neill (Chapter VII) presents multiple and complex insights into the nature of leadership in higher education. The intersection of experiences and concepts helps to set the agenda for change and renewal. Anna Reid, Dawn Bennett and Jennifer Rowley (Chapter VIII) extend the agenda to encompass the needs of students when they transition from student to professional. The authors establish the rationale for leadership to be a core graduate attribute and an essential element in the identity formation of emerging music professionals. Reid, Bennett and Rowley explore students’ experiences of the liminal spaces between formal study and internship work experiences. Their exploration reveals the positive outcomes of industry exposure and points to the need for multiple venues where exploration, transformation and continuous identity renewal can occur, not in isolation but as a core component of musicians’ development.

As Reid, Bennett and Rowley propose in Chapter VIII, the movement of expert student to novice professional is a complex transition. Not only do students need to navigate the practicalities of creating a career in music, they can “experience a significant period of personal and professional identity uncertainty as they attempt to move into the world of work” (Bennett & Bridgstock, 2015, p. 264). Overcoming these challenges demands that educators and institutional leaders support leadership development opportunities for students and the delivery of leadership opportunities by staff.

Glen Carruthers (Chapter II) shares an interesting Canadian case study of institutional leadership practice by analysing data from four cyclical programme evaluations in which he was one of the reviewers. Carruthers begins by highlighting the exponential growth in the impact and consequence of accountability measures. He emphasises that priority setting and external response have become an integral and pervasive aspect of higher education in North America, as is the case in many other settings; these realities consume a substantive part of the time and efforts of those in formal leadership positions. Carruthers ends by providing data in the form of findings. These serve as guidelines for thought and action within higher education.

If leadership is to be impactful it must also address structures and the manner in which these structures can facilitate or prevent change. The review process is a central and “structural” element through which academic leadership is recognised and through which institutions of higher learning either maintain the status quo or are pushed to engage in adaptive or even transformative practice. The chapter by Carruthers provides a clear and practical way to consider such issues. It adds a music dimension to broader disciplinary arguments that leadership development within the student population is crucial, not just as an “employability” attribute but because leadership “can enrich the undergraduate experience, and because it can empower students and give them a greater sense of control over their lives” (Astin & Astin, 2001, p. 28).

Anna Reid borrows from the distributed leadership literature to discuss the ways in which musicians and their milieu, particularly the orchestra, have much to contribute to the understanding of collaborative forms of leadership. Reid (Chapter III) provides examples from her own work environment, highlighting the challenges for leadership model enactment for conservatoires that operate within larger universities. She presents examples and metaphors as to how distributed leadership is a common and befitting model for musicians and she describes how the need for autonomy, collaboration and careful and precise skill development, among other attributes, position musicians as critical contributors who are naturally adept to this model of leadership.

Pamela Burnard (Chapter V) addresses the important issue of gender as a significant and underrepresented element in higher education leadership discussions, particularly in music. She uses Pierre Bourdieu’s concepts of habitus, capital and field to problematise and theorise how academic institutions can and must enable more equitable opportunity structures for women. Burnard argues that “career preparation and support for girls in practices such as sound producing, sampling, resampling, mixing, mashing, coding, DJing, sonic art and song-writing are as important as composing, arranging, improvising and performing”.

Burnard asks the reader to consider the lack of institutional models of leadership other than those which preserve the typical conservatoire tradition of music education. Such concepts are supported by extant leadership literature and present a thought-provoking if controversial argument for contemporary leaders to consider the role of higher music education in equipping students for equitable careers in music. As argued by Bennett, Macarthur, Hope, Goh and Hennekam (in press):


Only if they develop their critical understanding will students will be equipped to challenge inequality as deliberate professionals. Acknowledging that change will take time, the most important recommendation is for all composition students and music educators to be made aware of gendered behaviours and under-representation, and to be empowered to create change from within their own practice.





We accept that inequity in music goes beyond gender to include cultural background, socio-economic circumstances and age. We contend, however, that students’ awareness of inequity lies at the core of their ability to create change.

Patrick Schmidt approximates leadership and policy thinking, arguing in Chapter IV that a policy frame disposition is critical to the development of more robust, pervasive and effective leadership development in higher education. He uses the metaphor of policy as art and craft, generated by Aaron Wildavsky (1988), to highlight that policy can be seen as a “form of leading change”. Schmidt’s conceptual thinking is in line with Carruthers’ practical analysis (Chapter II) in that both are concerned with ways in which higher education leadership needs to contend with constantly changing environments that demand recurrent adaptability. This is seen in the three elements that Carruthers asserts must be identified in those who are considered leaders: namely, the ability to facilitate interaction, to create spaces for shifts in conversations, and to optimise environs where risk taking is welcomed.

Graduate student Euridiana Silva Souza (Chapter VI) offers a summation of institutional leadership through the lens of a PhD student in a music education programme in Minas Gerais, Brazil. She uses Raymond Williams’s (1989) metaphor of the wall to remind us that


democratisation is not limited to expanding access to the curriculum, or, ultimately, access to higher education itself. Democratizing is related to values of politics as art and to look straight to the other. It is related to the vivid meaning of the neighbouring term typical of communities.

(Souza, Chapter VI, this volume)



Souza reminds us that leadership that is committed to democratic engagement must strive not only to achieve fairer outcomes but to adopt a more apt and equitable process. This is critical, not only if we strive to be innovative and creative, addressing the challenges framed by the liquidity of our current world (see Bauman, 2011), but also if higher education scholars are committed to creating leadership that is less vertical, hierarchical, bureaucratic and based on stale understandings of authority.

Conclusion

This volume is the first of two volumes which bring together higher music education scholars, teachers, students and practitioners to create an authoritative overview of leadership in and through higher music education by challenging the central practices and theories that underpin musicians’ preparation and practice. Within the contemporary frameworks of higher education globally, in this volume we are exposed as consumers to the various policies and practices that dictate educational nuance. It is only by continued research and collegial collaboration that we advance education for the greater good and produce musicians who are effectively ready to create and sustain their lives in music.

The second of the two leadership volumes focuses on pedagogical and curricular leadership in higher music education. This is an extension of how the capacities created by proactive institutional reform might be developed and exercised by educators and students alike.

Today, as in historical times, a musician’s life offers many more options than teaching and performing. Encouraging students to recognise, develop and transfer their capabilities to the real world of practice necessitates opportunities to broaden, indeed, to question and define, their definitions of success and their awareness of self, music, community and society as a whole.

Throughout history, musicians have been revered by society as they entertain, inform, connect, delight and disrupt a diverse range of stakeholders. What we need to protect is the integrity surrounding the development of future leaders inside the discipline of music so as to ensure professional longevity. Protecting the integrity of higher music education through a united voice will ensure that music graduates are ready to create and maximise their opportunities for work at the completion of their degrees. It will also enable the reform of current leadership models. Here, change management and regulatory practice offers enormous potential to scaffold the changes required to produce a new era of social citizens who are not only globally aware but self-aware, and who are prepared to negotiate the changes and opportunities that characterise a life in music.

We encourage readers to think beyond the modularised curriculum, beyond the dominant perceptions of success in music and beyond the traditional models of leadership. Music graduates tell us that they want to work in partnership with institutional leaders, academic mentors and one another in order to realise a valued community of practice. We suspect that were this to occur, a groundswell of interest would also engage many student musicians and music educators. How, then, do we encourage this community to flourish? There is much to be discussed, shared and reworked together if we are to arrive at a place of agreement. We are hopeful that the leadership volumes will highlight some of the common ground on which we might begin.
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II

 Leaders and Leadership in Higher Music Education: Meeting the Challenges

Glen Carruthers



Institutional success is predicated on visionary leadership that provides the framework and infrastructure to address the evolving challenges of student recruitment, curricular reform, and program relevance. Priority setting and accountability provide the backdrop against which decisions regarding recruitment, reform and relevance are made. To these ends and in this context, leaders set goals and objectives and are measured against them. What is theoretically simple, however, is pragmatically complex. Institutions of higher learning have multiple stakeholders whose vested interests may not readily align. Priority setting presents enormous challenges such as determining whose priorities matter most, as does determining the metrics by which “success” is defined and measured. By collating and analysing data from recent case studies – cyclical reviews of undergraduate and graduate music programs in Canada – this chapter interrogates the practice of institutional priority setting. The chapter weighs the outcomes of cyclical review processes and assesses the roles leaders play in realising review recommendations. If, as review outcomes suggest, curricular reform is of paramount importance in fostering inclusion and diversity and in adapting music schools to societal needs, this chapter asks what kinds of reform must institutional leaders undertake and facilitate to remain accountable to their most important stakeholders – the students themselves?

The Nature of Leadership

I have spent more than 20 years in leadership roles at Canadian post-secondary institutions and one of the most dramatic changes, and one that has spiked in the past five years, concerns accountability. Public institutions, especially in health care, education and the arts, but in other sectors as well, are held to increasingly high standards of accountability. Institutions are called upon to demonstrate, via metrics determined internally by consensus or imposed by governing bodies (at the two extremes), how they are accountable, in terms of everything from programming to budget, to their stakeholders. University programmes, for example, are accountable to governments, donors, students, parents, the disciplines, the professions and the industries, whose interests may complement or contradict one another. Furthermore, these various interests may or may not accord with an institution’s own core values or principles.

Leadership, by its very nature, implies independent thinking, in combination with experience, knowledge, good judgement and intuition. Some of these qualities are more readily measured than others. Some factors that contribute to an institution’s success are easily quantifiable and others are not: for example, enrolments can be quantified more reliably than morale. Qualitative and quantitative markers are provided to assess success and leaders are held to account. Periodic reviews determine which goals and objectives have been met, not met, abandoned and those that remain in process. Prescribed time periods are provided so that progress can be determined to be on schedule, ahead of schedule or behind schedule.

In the past few years, the present author has been directly involved in more than a dozen departmental or institutional prioritisation processes. These have included:


•A review of my own performance at the end of a renewable five-year term as dean of the Faculty of Music.

•Reviews of three of four degree programmes under my purview – BMus (Bachelor of Music), BMT (Bachelor of Music Therapy) and MMT (Master of Music Therapy).

•Development of an institution-wide integrated planning and resource management plan (IPRM).

•Development of an institution-wide Strategic Academic Plan (SAP).

•Development of a unit-specific (Faculty of Music) Strategic Plan (FOMSP).

•Development of a Strategic Mandate Agreement (SMA). These agreements are negotiated between universities and the provincial government (Ministry of Advanced Education and Skills Development) and set the university’s course for the next three years regarding new programming, new buildings and other initiatives that require provincial approval and/or support.



At the same time as these processes were underway, I agreed to review music programmes at several sister institutions and, after much preliminary work, I authored or co-authored substantial review reports.

In connection with these prioritisation processes and reviews, the call for data was constant, the analysis of which would determine strategic priorities and review outcomes. A staggering number of hours was required to amass data and for long stretches of time the production and analysis of data precluded doing much else.

There is not space here to delve into each of these prioritisation and review processes. Of these processes, the cyclic review is most pervasive (some would say invasive) and so will be the focus of the remainder of this chapter.

After collecting, collating and processing data has occurred, generally by support staff, leaders must respond to – or oversee the response to – input from sources as disparate as students and faculty, and donors and governments. As described later in this chapter, the onerous task of data collection and analysis is only a beginning. Instinct, knowledge, wisdom and pragmatism must guide decision-making, and the relationship between inputs and outputs is frequently non-linear and non-causal. This is where the subtle art of enlightened leadership comes into play. While inputs may point in one direction, leaders may pursue another direction. Leaders would, in fact, be unnecessary if outputs were determined by doing nothing more than processing inputs. A computer could do this. Although effective leaders must be committed to consultative processes, once all positions have been heard and potential outcomes have been debated thoroughly, leaders must sieve and filter inputs before reaching a final decision. Policies, procedures, data and opinions are the starting point, not the end point of informed, intelligent and progressive decision-making.

Cyclic Reviews

The cyclic review is a popular instrument of assessment and priority-setting in North American universities. Generally, the names and credentials of possible arm’s-length reviewers are supplied by the unit under review to the Provost, who selects one or more people from the list to be approached to serve as external reviewers. One or more internal reviewers join the external reviewers and this team will conduct an in-depth review to assure the quality of the programme and its alignment with the institution’s vision and mission. A self-study is provided by the unit, with various appendices, including faculty curriculum vitae, course syllabi and new programme proposals.

The review report, usually due a few weeks after a site visit, will address such areas as programme objectives, admission requirements, curriculum, teaching quality and assessment methods, human and physical resources, equity and diversity, academic integrity and quality indicators such as research productivity and other achievements of faculty members, student and alumni satisfaction, and employment rates after graduation. The review report will conclude with a set of recommendations, which will sometimes address specific questions posed in the self-study.

Case Study Background

This following case study compiles outcomes from four cyclic reviews (involving three institutions) in which the author participated during the 2016–2017 academic year. In some instances, the author was a review team member assessing programmes at another institution. In other instances, programmes for which the author has academic and fiduciary responsibility were under review. It should be stressed that none of these reviews was occasioned by problems or misgivings, but were part of a normal institutional life cycle.

By analysing more than 100 recommendations in the four review documents, themes were identified and ranked in order of the frequency with which topics arose. Because only parts of the reports are public documents, all review outcomes and findings are presented anonymously. The three institutions have been renamed North, South and East Universities. Of the four separate reviews analysed here, one was undertaken at North University, two at South University, and one at East University (see Table 2.1). At North University one programme was reviewed and at South and East Universities, several programmes were reviewed.


Table 2.1Institutions (pseudonyms) included in the analysis



	University Name
	Programme(s) under review


	North University
	Bachelor of Arts (Music)


	South University
	Bachelor of Music (with several specialisations)


	South University
	Bachelor of Music Therapy; Master of Music Therapy


	East University
	Bachelor of Music (with several specialisations); Master of Music (Performance); Master of Arts (Ethnomusicology)




The 124 recommendations in these reviews were not weighted in any way. A recommendation to build a new building was accorded as much importance as a recommendation to improve signage. This is clearly one limitation of the study; others are noted later in this chapter.

The recommendations were grouped into eight categories and each recommendation was counted only once. If a recommendation spanned several categories, it was assigned to the category with which its objective most closely aligned. For example, if outreach to another university was recommended, but the point of that outreach was to establish online programming that could be shared between institutions, the recommendation falls under curriculum (the objective), not outreach (the method). The eight categories are shown below.


1.Curriculum. This category includes revisions to extant curricula and development of new curricula. It includes all courses and programmes offered on a for-credit basis.

2.Outreach. This category includes marketing and recruitment, community projects, work placements, concert series and ensemble tours. It also includes all courses and programmes offered on a non-credit basis.

3.Leadership and governance. This category includes academic and administrative units and sub-units, reporting structures, chains of responsibility, and internal policies and procedures.

4.Facilities and equipment. This category includes physical structures and the musical instruments and other equipment and technology housed within them.

5.Staff complement. This category includes support positions such as administrative managers, financial analysts, recruitment officers, development officers, career counsellors, facility managers and office assistants.

6.Faculty complement. This category includes full- and part-time instructors, adjunct professors, visiting professors, artists-in-residence and graduate students engaged in teaching.

7.Budget. This category includes operating funds, capital reserves, special initiative funds and donations (including one-time gifts, endowments and bequests). The allocation of these funds is also included here.

8.Miscellany. This category includes a wide range of other topics from library holdings to building security that were cited three times or less across all four reviews.



A category conspicuous by its absence is research. Since none of the recommendations in the four reviews concerned research, the category could be omitted entirely. In many universities, research productivity would be captured in reviews, not of academic programmes (for example, Bachelor of Music), but of academic units (for example, Faculty of Music).

Case Study Data

In Table 2.2, the number of review recommendations under a single heading is broken out by institution (recall that South University includes two separate reviews) and expressed as a percentage of the total number of recommendations in that review.
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