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“This volume fills a critical gap in career development resources for contemporary art music practitioners. By centring the lived experiences of artists, mentors, and industry partners within Musica Viva Australia’s FutureMakers program, it offers valuable insight into what it takes to build sustainable artistic lives in this niche field. This is a volume that is rich with reflection, relational wisdom, and sector-level vision, and is a deeply practical contribution to how we might imagine and navigate collaborative career pathways in contemporary art music.”

Professor Andrea Creech, McGill University, Canada

“FutureMakers is an exceptional and visionary work, illuminating Musica Viva’s trailblazing program with academic rigour and lived experience. Through its innovative, collaborative research and vivid voices from participants, mentors, and industry leaders, this groundbreaking volume tackles the real challenges of contemporary chamber music while charting bold, practical pathways to artistic excellence and enduring careers. Brimming with fresh perspectives, wisdom, and inspiration, this indispensable book offers an essential resource for anyone passionate about shaping the future of music.”

Gary E. McPherson, Ormond Professor of Music, University of Melbourne, Australia

“FutureMakers is a compelling and timely contribution to career education in practice. With rich, diverse voices and a clear commitment to artistic leadership, it offers fresh insights into professional learning and community-building in action. A must read for emerging contemporary art musicians and those who mentor and support them.”

Professor Susan O’Neill, UCL Institute of Education, UK; Head of Department of Learning and Leadership and Past President, International Society for Music Education, UK

“Margaret Barrett and Karlin Love have curated a fascinating array of chapters which offer diverse perspectives on creating and sustaining career pathways in today’s musical ecosystem. Their focus on a professional learning program developed within the contemporary art music industry grounds the highly engaging insights that emerge throughout the volume. The material on offer will be especially valuable to professionals in the field as they seek to devise new forms of artistic leadership and overcome the unprecedented challenges of an increasingly hostile global environment.”

Professor John Rink, University of Cambridge, UKii

“For young musicians, one of the most challenging aspects of their career is finding their own path in the cultural sector. While the professional field for orchestra musicians and music educators is clearly defined, the freelance world of chamber music can seem quite confusing. In this book Margaret S. Barrett and Karlin Love open up the rich practical knowledge of professionals and the valuable experience of young musicians at the beginning of their careers. They provide essential reading for young musicians and for teachers at music universities who want to equip their students with necessary skills in entrepreneurship and creative citizenship.”

Professor Constanze Wimmer, Rector, Universitat Mozarteum Salzburg, Austria
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CREATING CAREER PATHWAYS IN CONTEMPORARY ART MUSIC: FUTUREMAKERS

How do independent contemporary art musicians forge a career in the music industry? What knowledge, skills, and understandings are required to sustain a career in music? What environmental supports are needed to assist emerging musicians? This volume addresses these challenges through the analysis of an industry-based career development program.

The FutureMakers program, developed by Musica Viva Australia, one of the world’s leading Chamber Music providers, aims to develop artistic leadership, capacity building, and sector development in Chamber Music. The volume offers a unique perspective on the program in bringing together voices of the directors; the participants; the facilitators, including industry professionals who contributed workshops, extended conversations, and individual mentoring; and researchers. The chapters consider the many facets of building a career in the contemporary art music sector with a particular focus on Chamber Music. The accounts of experience offered through these multiple lenses provide insights into the musical and extra-musical skills and knowledge required when navigating a career in a world of global challenges and increasing complexity for musicians and the music industry.

This volume will be of use to multiple audiences. For those embarking on a career in contemporary art music the insights of participants’ experience provide a touchstone. For those who nurture, mentor, and teach future musicians, the volume provides insights into the connections needed between the academy and the music industry. For music organisations the volume points to a model of practice for building a sustainable contemporary music industry.
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FOREWORD

xiiiIt is perhaps inevitable that a musical late bloomer—me in this story—should be interested in the identification and nurturing of emerging artists. Such interest presents almost as pathological overcompensation, a determination that talent be outed, be given every opportunity to blossom, obscured neither by convention, manners, meanness, obliviousness, poor teaching, nor poverty. I can even date this pathology in my instance: 30 years ago I sternly told the parents of an 11-year-old piano pupil of mine—now a deservedly famous conductor—that they had to take their son seriously. They did, as did I, to wondrous effect.

My own piano teacher—tasked with the herculean task of getting me from zero to a hundred in just two years—played a longer psychological game. “Oh, it’s going to be one of those lessons,” he would say to me if my Bach or Albeniz was deemed wanting, before suggesting we go instead to eat at a rather nice restaurant round the corner, which I can only presume he paid for. Albeniz was somehow always better after a chop.

In many ways FutureMakers is itself a story of pathological overcompensation. It is the child of two astute and empathetic musicians whom I’m privileged to call my friends, Tim Matthies and Genevieve Lacey. They grew their idea inside the citadel walls of Musica Viva Australia, one of the world’s great cultural institutions, supported by enlightened leadership and remarkably generous benefactors. Its aim has always been far more than identifying mere (!) talent. Instead, FutureMakers has sought to nurture musicians in their own practice, keeping more than one eye on how to equip these outstanding artists with the skills and connections to populate the next generation of Australian cultural leaders.

I haven’t asked either Genevieve or Tim recently about the single, overriding quality they looked for in their choice of FutureMakers. Mine is curiosity: individuals’ curiosity about their instrument, of course, but equally so about their xivpractice, the industry here, the musicians there, and the whole damn meaning of art, to borrow and misapply the title of Herbert Read’s (1931) classic study. Most often there is an urgency to their curiosity, perhaps each of them subliminally aware of the need to evolve or perish.

Both Genevieve and Tim are far too discreet to say that conquering the impregnable was probably always their intention, at least in part. Citadels come with their own drawbridges and sentries, and some of these guardians—my distinguished predecessor as artistic director of MVA, Carl Vine, a notable exception—are rightly not always welcoming of those coming for their job. But our culture is the richer for the long game, never more so than at a time of challenges unlike any I’ve encountered in over 25 years of performing and programming.

Visiting me years ago in Berlin, a young violinist looked at my bookshelves and asked for my favourites, a little overwhelmed by the number on display. One of the very few joys of being a late bloomer, I told him, is that one spends one’s adolescence reading, swimming, fishing, photographing; something four hours of practise a day will prevent. Allan Bennett (2009) once wrote a creaky play called The Habit of Art, but really the habit of reading is the single thing I’d love people to take from their teen years. There are always exceptions—I don’t think I know a more voracious reader than Genevieve, who evidently found the time in adolescence, in and around developing her outstanding musicianship, to develop a serious book addiction—yet Lloyd Van’t Hoff, one of the musicians in FutureMakers’ first intake, articulates in these pages (see Chapter 2.3) the problem many virtuoso musicians encounter: “The training that I experienced prior to FutureMakers provided very little opportunity for me to pave my own path and to develop my inner artistic self; a problem which now seems common within many music education systems” (p. 57). With so many musical mountains to climb, one scarcely has time for the plains as well.

Yet how do we find out what type of musician we want to be at a relatively young age? Lloyd writes that he knew early on that his restless character was incompatible with an orchestral position, yet at the core of this reflection is his search and need for artistic agency. And this is the core of this book and the work of so many thinkers, practitioners, and contributors. How do we give musicians agency in their own careers? I am writing this the day following a beautiful performance by the composer and sound artist Tillman Robinson—with whom Musica Viva Australia has collaborated so happily on several projects—that was serially funny, profound, beautiful, and like nothing I’ve ever seen. That guy has agency! Or as Lloyd writes more eloquently about his own dilemma, he could not imagine a career “disengaged from having individual creative control over the whole product” (Chapter 2.3, p. 59). And surely, where he lands in this thinking, agency is the very least return a musician should expect from the investment they’ve made through the countless hours of practice? And yes, unfortunately, that’s often at the expense of reading, swimming, fishing, and photographing.

Yet the nub is that it’s difficult to sustain artistic agency. Aura Go (second intake, and one of my favourite musicians alive) writes movingly about what xvshe’s been able to put into practice with her own students following her auspicious tenure. “Teaching students to engage with repertoire in ways that engrain a reproductive view of music on the one hand, while encouraging them to demonstrate imagination, individuality, and artistry on the other, is contradictory and confusing for students” (see Chapter 2.4, p. 90). She encourages a different mindset, a collaboration with “instruments, composers, scores, spaces, and audiences to ‘make’ music” (p. 90). That’s a big gear shift, and some musicians no doubt respond better to her challenge than others. We all need choreographer Gideon Obarzanek’s pragmatic dissection of risk and return in describing a work of his as “the best failure I ever made … even to this day, I think I’m borrowing from that piece or I’m influenced from that piece” (see Schack-Arnott’s Chapter 2.5, p. 102). What a refreshing rebuke to the notion that success has many fathers, failure none!

Benjamin Britten had a slightly less complex dictum than Aura’s, famously speaking in 1964 of music’s holy triangle, one that linked composer, performer, and audience. He also once gently reprimanded his close friend, the music critic Eddy Sackville-West, that when he found fault in a new work of Britten’s, that the fault could possibly lie with him and not the composer.

How can we reasonably expect an audience, however—many of whom possess a fraction of those thousands of hours of training Lloyd mentions—to understand necessarily on first outing the work that Gideon holds on to as a talisman? And there is no point in agency if audiences do not support it or at the very least open every fibre of their knowledge, experience, and empathy to the unknown. That is our cultural dilemma—complicated here in Australia by how far we are from everything and how relatively few the opportunities—but as the canny producer Michaela Coventry writes later in this book, wondering out loud about how MVA would ever work with the percussionist and artist Matthias Schack-Arnott following his time as a FutureMaker: “Hold on. This is the future. And if we are going to survive as an organisation and keep audiences, we need to look at these kind of artists, like Aura and Matthias” (see Chapter 3.4, p. 166).

I’m glad to still look at Aura and Matthias. I’m glad that since I’ve joined the organisation we’ve collaborated on projects that are distinctive, wholly original, and, indeed, to some audience members failures, as I know all too well. Yet as Michaela puts it so well, they are our bridge to future audiences.

One of my favourite photographs of any I’ve taken (teenage habits once more, I’m afraid) is from the stage at the Perth Concert Hall in early 2023. Matthias and the French pianist Cédric Tiberghien are bathed in light, the score of John Cage’s Sonatas and Interludes between them, the two artists talking about a passage of the miraculous work that they and Matthias’s team had created together and which was to open that night. It’s a project that took years to develop from our earliest conversations and one that will have a European presence, partly through its artistic audacity and the incredibly generous support of the single component Britten left out in his triangle formulation: philanthropists. It’s a photograph that captures xvitwo outstanding musicians, of course, but it also captures the importance of the ideas explored in this book (Figure 0.1).


[image: Two people sit at a grand piano on stage, studying the score for John Cage’s Sonatas and Interludes and discussing a passage together.]


Figure 0.1
 Cédric Tiberghien (L) and Matthias Schack-Arnott (R) Working Together on The Cage Project.Return to text.⏎

Source: Photo Courtesy of Paul Kildea.



For we are all in this together, all of those on both Aura’s and Britten’s lists. And we want to help ensure that Australia’s position in the world and its distance from where innovative thinking in the genre has traditionally occurred—geographic, of course, but also metaphorical—gets better over time, not worse. I think of this notion every time I look back on the founders of Musica Viva—Jewish refugees in the 1930s escaping the dark clouds above, unaware yet of how disgusting and tragic things would become—and how they shouldered the considerable responsibility of introducing audiences to live music, the likes of which they had scarcely encountered. That’s not a bad working model.

Paul Kildea

Artistic Director, Musica Viva Australia
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Introduction

This volume interrogates the theory and practice of career pathways for independent contemporary art musicians working in chamber music settings. Specifically, it documents and analyses the program design, learning experiences, and outcomes for participants in an industry-based career development program: Musica Viva Australia’s FutureMakers program.

While the tertiary sector provides career guidance for emerging orchestral musicians (audition preparation, orchestral internships, networks of introduction), the independent contemporary art music population (also classified as chamber, and/or freelance musicians) has tended to be excluded from such opportunities. Independent contemporary art musicians emerge into a professional landscape in which there are few institutions (such as orchestras) that support a developing career. The FutureMakers program is designed to address this gap and provide post-tertiary and early-career participants with career-making pathways that connect them to industry.

The FutureMakers program has been developed by one of the world’s leading Chamber Music providers, Musica Viva Australia. Established in 1945, Musica Viva Australia celebrated its 80th anniversary in 2025. It is at present the largest employer of independent chamber musicians in Australia. Musicians are employed through its annual program of concerts (which tour across the nation), the Musica Viva Australia In Schools (MVAIS) initiative, regional touring, and an extensive commissioning program of new works from and for emerging and established artists.

The FutureMakers program draws on a wealth of experience in engaging and promoting chamber musicians and aims to provide emerging artists with experiences, 4networks, creative, business, and life-sustaining strategies that underpin making a career as an independent artist. The lead authors of this volume (Margaret S. Barrett and Karlin Love) were commissioned to research FutureMakers throughout the first two iterations of the two-year program. The research investigated the program model, the learning outcomes for participants, and the environmental factors that supported such learning. Drawing on ethnographic case study methods and techniques, data were generated through: longitudinal observation, extensive interviews with program participants, program facilitators, and practising artists and industry leaders who shared their experience and expertise, and community; artefact analysis; and collaborative writing with FutureMakers facilitators. This volume aims to: document the program structure over the two iterations, identify the outcomes for program participants in their career development, identify those strategies that facilitated career development, and interrogate the role of industry in creating sustainable career pathways for emerging independent contemporary art musicians.



Career Development in Music

Current models of musician career development describe the likely career for an independent musician—the majority of graduates, we suggest—as a portfolio of musical roles, including performing, teaching, and project administration, as well as undertaking non-musical roles (Bartleet et al., 2012, 2020; Bennett, 2016; Juuti & Littleton, 2012; Teague & Smith, 2015). Analyses of creative careers in general (Butcher, 2023), and music careers specifically (Dromey & Haferkorn, 2018; Hennekam & Bennett, 2017; Hesmondhalgh & Baker, 2010; Weller, 2014), draw a picture of a competitive, precarious, turbulent, and often hostile arts ecosystem which has only intensified since the COVID-19 pandemic (Cohen & Ginsborg, 2021, 2022; MacDonald, 2020; Turner, 2020; von der Brelie, 2020). Studies of training that prepares musicians for this career pathway have largely centred upon, and criticised, higher music education (specifically the curriculum and pedagogy) for its slow recognition and embrace of entrepreneurship and business skills as an element of musician education (Canham, 2021; Creech et al., 2008).

Recent scholarship has pointed to the need for higher music education to move beyond a simple additive approach of introducing entrepreneurial skills to a reconceptualisation of the discipline as one that engages with complex societal problems (Schmidt & Laes, 2025). In short, to move from an inward-focused egocentric view of the profession and its purposes to an outward-focused ecopolitical view (Barrett & Westerlund, 2023). These developments point to the need for the traditional practices of music education to be reconfigured in order to respond to a world in which significant and constant change has become the norm.

The lack of congruence between current approaches to higher music education (HME) and the prevailing conditions in the music industry is highlighted by Gaunt and colleagues (2021). These authors argued for “fresh orientating frameworks” 5for HME (p. 1), advocating for a greater focus on artistic citizenship, activism, and social responsibility, alongside current emphases on excellence, creativity, and musical heritage. The view that HME is not fit for purpose in contemporary societies is not new, with other authors pointing to the need to adjust to rapidly shifting professional landscapes (see Camlin, 2022; Campbell et al., 2014/2016; Tolmie, 2020) and “the dissonance that emerging classical performers experience between the training they receive in educational settings and the demands of the marketplace they face upon graduation” (Doğantan-Dack, 2022, p. 8).

Gaunt et al. (2021) argued for a view of musicians as “makers in society,” commenting that:


musicians who are “makers” are likely to find themselves navigating through a non-linear developmental journey, and one that particularly demands an enquiring attitude and ability to spot and embrace unforeseen opportunities. In this context, imagination (both artistically and in relation to society) needs to work alongside discipline and detailed research in developing ideas. Collaboration with others (quite possibly across professional disciplines) may also play a central part, along with producing and business acumen to realise things in practise and to find sustainable business models.

(p. 9)



Beyond the university sector, professional learning opportunities for emerging musicians occur in organisation-based mentorships and transition programs offered by large performance organisations such as orchestras. These tend not to address the likely future of the majority of independent musicians, whose work will rest primarily in self-initiated projects offered independently or in the small to medium enterprise sector, with some undertaking casual orchestral work as part of their portfolio careers. In response to portfolio and protean models, which imply individual control of outcomes, additional models and theories acknowledge the role of chance and the importance of developing (a) an individual’s ability to navigate and leverage unpredictable circumstances as well as (b) an identity that is not defined by outcomes vulnerable to circumstances outside of one’s control (Bridgstock, 2011; Krumboltz, 2009). Building a sustainable life, not merely work, is increasingly recognised as essential and many studies now raise serious concerns regarding musicians’ mental and physical health (e.g., Canham, 2016, 2021, 2023; Gross & Musgrave, 2020; Perkins et al., 2017; Rickert et al., 2014).

The FutureMakers program, informed by lived experience in the competitive and precarious arts ecosystem (Butcher, 2023), strives not only to prepare highly competent emerging musicians for this challenging world, but also to prepare them to become leaders who can change the nature of the arts ecosystem for the better. It extends support beyond higher education and the immediate transition to work to consider long-term engagement in the profession as future changemakers 6(Gaunt et al., 2021). This book adds to the body of musicians’ career development theory by reporting and reflecting on this unique initiative.



Why Chamber Music? Why Now?

Our focus in this volume is on chamber music, a term which carries with it connections to specific practices in Western classical music from the 18th century to the present. While recent scholarship (Doğantan-Dack, 2022) considers a move in terminology to that of “ensemble performance,” we have retained the term chamber music as it is the prime focus of Musica Viva Australia, the organisation which is the focus of this volume’s case study. A study of the ensembles that Musica Viva Australia has hosted over recent years indicates that the organisational understanding of chamber music is broad, encompassing more than the traditional chamber music ensembles and repertoires. For example, the 2023 season featured an ensemble comprised of two cellists, Jean-Guihen Queyras and James Morley, working with a Koto grand master, Satsuki Odamura.1
 The 2024 season featured “Council,” the duo of acclaimed violinist Pekka Kuusisto and award-winning singer–songwriter Gabriel Kahane, whose performance was described as “a very lively, dynamic and personal conversation between two hugely talented, like-minded beings” (Kaufmann, 2024, n.p.) The 2025 season featured percussionist, composer, sound artist, and FutureMaker Matthias Schack-Arnott collaborating with pianist Cédric Tiberghien in an exploration of the music of John Cage. Such collaborations might be viewed as examples of a reconceptualisation of chamber music as both object (repertoire) and activity (chamber musicking; McCaleb, 2022). Importantly, they move beyond a perception of chamber music as a heritage art form dedicated to the faithful rendition of the major works produced over the last four centuries of Western Art Music (WAM) practice.

From a long-established and relatively predictable profession, many musicians now experience the world of music employment as unpredictable, precarious, complex, and challenging (Canham, 2021, 2023; Tolmie, 2020). These changes are not only an outcome of global conditions—such as the COVID-19 pandemic—they also arise from growing geopolitical instability in many parts of the world, increasing challenges to democracy, the effects of climate change, and social movements such as #MeToo. For some time, there has been an emerging focus on the musician “with” others, that is, a shift from a view of the solo artist as the pinnacle of artistic achievement to one which emphasises the musician as a creative collaborator (Barrett, 2014; Barrett et al., 2021; Sennett, 2012) working across multiple and diverse contexts and communities (Gaunt et al., 2021). This shift might be viewed as part of a significant paradigm change in music performance research and practice in recent decades evidenced in refocusing from:


musical text to musical performance, from product to process, from music as autonomous works to music as socially and historically situated cultural 7practice, from the performer as a self-effacing figure in the service of Werktreue ideology (Cook, 2013, pp. 13–16) to the performer as creative artist (Rink et al., 2017), the collaborative, intersubjective, collective, and participatory emerge as the artistic and educational exemplar in musical performance.

(Doğantan-Dack, 2022, p. 3)



In such a view not only does the emerging chamber musician need to acquire a range of “non-musical skills” necessary to thrive in the music industry, such as the skill sets of career managers, PR and social media managers, fundraisers and lawyers, as well as skills associated with production and creative generation of content (Kanga, 2022); they must also develop their capacity for creative collaboration, innovation, and social engagement. As a consequence, music education and career training programs for musicians are challenged to “present chamber music making as a pathway to developing performing artists who will also be active in society and culture as ambassadors of positive change, promoting—through their artistic activities—inclusivity, diversity, and equality” (Doğantan-Dack, 2022, p. 14). In what follows, we outline the ways in which one industry organisation has addressed this challenge.



This Volume

The volume is presented in four sections. Section I introduces readers to the project that has inspired this book, the organisation, Musica Viva Australia, and, in Chapter 2, outlines the FutureMakers program. Section II focuses on program leader and program participant perspectives. The section commences with chapters exploring the motivations, ambitions, and shaping factors for the program from Artistic Director Genevieve Lacey and Program Director Timothy Matthies, respectively. Lacey describes the ways in which the design and structures of the FutureMakers program were shaped by her own career pathway from her earliest experiences with the recorder at the age of five, through formal study of the instrument in Denmark, to her current role as an internationally acclaimed recorder virtuoso, collaborative musician, and arts advocate. Matthies writes from an organisational perspective as he took on the role of program director for the FutureMakers program within Musica Viva Australia. This chapter provides insights into the organisational structures, relationships, and industry partnerships that underpinned the FutureMakers program, focusing on the program’s role in building artistic leadership, capacity building, and sector development.

In the following three chapters we hear from program participants. As members of the inaugural FutureMakers program ensemble, Arcadia Winds, flautist Kiran Phatak, and clarinettist Lloyd Van’t Hoff outline the ways in which their five-member ensemble evolved through the program. Their chapter addresses the ensemble’s experiences in developing shared responsibility in order to build an ensemble that supported emotional health and relationships, team dynamics, and 8responsible working practices while forming robust business structures. For pianist Aura Go, FutureMakers offered a journey into the “unknown” from which she derives eight lessons in creative collaboration. She writes of how these lessons have not only strengthened her practice as an artist but have also informed her work as an educator, positioning her as a fellow traveller in collaborative creative practice rather than a gatekeeper to knowledge. Percussionist Matthias Schack-Arnott writes of the power of extended conversations with eminent artists who contributed to the program. He outlines the ways in which these insights into artists’ lived experience, of successes and failures, place, community, political engagement, and aesthetics continue to inform his work as an artist.

Section III focuses on the perspectives of the industry professionals who contributed to the delivery of the program. These were experienced artists from across the arts spectrum, including authors, actors, choreographers, dramaturgs, educators, festival directors, filmmakers, playwrights, and visual artists. In the first chapter in this section, Margaret Barrett and Karlin Love turn to the extended conversations between participants and eminent creative artists to explore the interrelated themes of establishing a viable enterprise as an artist, building a unique profile, and the usefulness of failure. In the next chapter (Love & Barrett) the focus turns to the “career enablers,” those individuals and organisations beyond the arts whose work is focused on building a brand, media strategies, business structures and funding, and maintaining personal well-being for ensemble members. The chapter focuses on a long-term mentoring relationship between an expert in business structures and members of Arcadia Winds as they built their brand and established a sustainable structure for the ensemble.

Musica Viva Australia offers a range of programs including the long-established Musica Viva Australia In Schools program (MVAIS; founded in 1980). This program offers educational in-school participatory concert experiences which are supported by curriculum resources for teachers and professional learning experiences. As an example of the scale of this program, in 2025 some 50 musicians worked with 200,000 students across the nation. One of the professional learning opportunities offered to FutureMakers program participants aimed for them to devise and present a MVAIS project to tour to schools. Chapter 3.3, co-authored with MVAIS Artistic Director, Michael Sollis, considers the role of such projects in a career development program, and outlines the process of project development for Arcadia Winds’ project The Air I Breathe.

The final chapter in Section III, co-authored with Arts Producer Michaela Coventry, explores and details the role of a producer in an artist’s creative practice. Drawing on her work with FutureMakers program participants Aura Go and Matthias Schack-Arnott, the chapter highlights the nurturing role of an effective producer, and the ways in which they can provide guidance, reassurance, and a safety net for early-career musicians.

Section IV provides a brief opportunity for reflection on the program. Musica Viva Australia’s Director of Concerts and Communities Kathleen Kemp, who was 9present at many of the program’s presentations and workshops, provides a personal perspective on the impact of the program. Through consideration of the roles and responsibilities of publicly funded major arts organisations, she suggests that chamber music holds a unique role in developing innovative artistic leadership in contemporary art music.



Concluding Remarks

The chapters in this volume provide a multi-faceted account of an industry-initiated professional learning program for emerging contemporary art music practitioners. It offers the perspectives of those who designed the program, implemented the program, and experienced the program. Crafting a career in the current ecosystem of music is a complex process that requires musicians to engage with multiple aspects of their art and the “business” simultaneously, while also being alert and responsive to the social and cultural challenges of contemporary society. In working with this program, we have been struck by the dedication of all those we encountered; a dedication to the discipline of contemporary art music, to the project, to the participants, and to providing new models of artistic leadership. Reflecting on the perspectives offered here, a number of common themes emerge: those of respect, relationality, and responsibility. Through a commitment to respectful and responsible relationships with each other, the discipline, and the audiences and communities they encounter, we suggest that FutureMakers is building a sustainable future. We invite readers to explore this volume and the possibilities it offers.



Note


	See https://www.musicaviva.com.au/concert-season/2023/silk-metal-wood/.Return to text.⏎
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