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  Introduction


  Elliot McGucken


  Universities have forgotten, or, worse, repudiated the entrepreneurial imperative that created the fortunes that allowed their benefactors to start them in the first place.


  —Carl J. Schramm, The Entrepreneurial Imperative


  The Western classical ideals that bind this nation are reified in our experiences, art, consumption patterns, and documents of the Founding Fathers. Implicit as these ideals are to the least common denominator we find pervading popular culture, they are explicitly performed in a contemporary context—for honor, integrity, courage, and commitment—on Wall Street and Main Street, in academia and government. In my experience as an educator and entrepreneur, university students long for a cross-disciplinary field of study that leapfrogs the rigidity that marks many academic fields; where semblance replaces soul, formalities substitute for deeper meanings, and the letter of the law is superior to the spirit of the law. Opportunity abounds for those entrepreneurs (humble heroes in all walks of life) who keep these higher ideals above the bottom line.


  We are born to live out stories. In these life narratives, many forget classical ideals and value short-term profits over long-term wealth. This nation longs for the heroes and heroines we find in literature; for epic stories in our books, movies, and video games; for systems based on the Founding Fathers’ idealism. Vast opportunities exist for rugged artist entrepreneurs to lead a renaissance on all fronts—and our newly found fetish for technology is but a foreshadowing of the possibilities. Indeed, the nascent brilliance of that revolution can only achieve its fullest potential via story.


  This distant wave has been a long time coming, and this new fashion will concern itself with performing the classical ideals in this contemporary context. A rising generation will lead a renaissance in storytelling, in the composition, production, and distribution of art; a renaissance in business, culture, civilization, and academia, for this is the arts entrepreneur’s duty. John Bogle, who founded Vanguard mutual funds upon the idealism of his senior thesis at Princeton University, writes the following:


  Heed the words of the great Joseph Schumpeter, the first economist to recognize entrepreneurship as the vital force that drives economic growth…. [He] dismissed material and monetary gain as the prime mover of the entrepreneur, finding motivations like these to be far more powerful: (1) “The joy of creating, of getting things done, of simply exercising one’s energy and ingenuity,” and (2) “The will to conquer: the impulse to fight, … to succeed for the sake, not of the fruits of success, but of success itself.” (Bogle 2006)


  As entrepreneurship is rooted in providing useful and tangible results, it continually exhorts education to be practical, useful, and heroic. It encourages professors to join students as they vigorously pursue their ventures. The most eloquent expressions of entrepreneurship’s precepts—of the ubiquitous “hero’s journey” that cuts across all cultures and all time—are the great books and classics. This “journey” unites us all, but, similar to the Knights of the Round Table, each must find his or her own unique path. A classical liberal arts education is a most useful platform to teach entrepreneurship to students of all disciplines, especially artists.


  Entrepreneurship and art are inseparable: creation and the pursuit of a higher aesthetic value can drive both endeavors. Indeed, “entrepreneurship” and the word following are not limiting, but simply defining their mutual possibilities in society. “Entrepreneurship and art” are the same as “entrepreneurship and science” and “entrepreneurship and social good,” where “entrepreneurship” provides aesthetic value in a specific context.


  For example, the beauty of Einstein’s research is that it can be communicated in simple equations and geometry—it remains an entrepreneurial conception of the world around us in the context in which he lived. The beauty of the Declaration of Independence and the Constitution is that they are readily understood and read in their entirety in a few hours. These documents are entrepreneurial in that the public can glimpse their human potential in the context of their citizenship. What binds Einstein and the founding of this nation is the story: heroes embarking on a journey inevitably create new value in their own context. Though modern academia implicitly promises the creation of value, citizenship, and the next generation’s heroes, it has sacrificed contextual clarity for pretend profundity, what Nietzsche described as “muddying my waters so as to appear deeper.”


  How these and other structures—from intellectual property to the production of art, from classrooms to corporate hierarchies—combine to generate wealth and value is part of an epic story told whenever an individual sets out to manifest their ideals. A way to study entrepreneurship that provides a guiding ethos and unites its diverse aspects in disparate contexts is through the foundation of the classical liberal arts ideals: myth. These almost universal epic stories, inspiring Star Wars, Harry Potter, and The Matrix, can provide a basis for not only an entrepreneurial curriculum but also a larger endeavor that empowers students to journey.


  All students should encounter Joseph Campbell’s The Hero’s Journey and The Hero with a Thousand Faces, Homer’s The Odyssey, and John Bogle’s The Battle for the Soul of Capitalism early in their academic career. These emerging artists can reach out across disciplines and millenia, exalted by articulating their part of a great story—an autobiographical epic based on a determined journey. By taking ownership in one’s life, in one’s destiny, while seeking to serve both higher ideals and one’s peers, wealth and value are created—monetary, civic, artistic, and spiritual. These four treatises make ideal companions, guides, and mentors for the rest of a student’s life. Arts entrepreneurship should embrace the classical liberal arts as a most useful tool and invite all students to partake in the fellowship of the living story.


  Certainly, this ethos appears new (or maybe not) and (perhaps in this context) idealistic. Yet the essays in this book demonstrate that educators in this field see the journey ahead for their students and the potential for the creation of enormous wealth by simply rethinking education as an intellectual incubator where “the Good” is practiced and realized in classrooms and communities across the nation. Our ethos—the guiding spirit that drives entrepreneurship education in the arts—must be based on a foundation the academy not only understands but also teaches, discovers, and lives: the epic stories of the learners and learned in communities with stories, themselves.


  Arts entrepreneurship is for those seeking to make their passions their professions by embodying the ideals of a classical liberal arts education through their own hero’s journey. Creating enduring wealth and lasting resources in society is the goal, accomplished simply by being true to one’s journey. Whether it is a new venture, video game, indie film, record label, book, or DRM system serving artists and musicians, the classroom can be part of students’ journeys and those who guide them have an opportunity to weave classical ideals into the dreams of the young. By marrying the study of entrepreneurship and the pursuit of entrepreneurial visions to our students’ heroic journeys, this academic field can grant entrepreneurship (and indeed its students) an enduring mythology … for it is along that journey that the long-term “wealth of nations” is generated.
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  ARTICULATING NEED AND DEVELOPING POLICY


  1
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  Some Immodest Proposals (and Hunches) for Conservatory Education


  Keynote address to the College music Society Summit on music Entrepreneurship Education (January 15, 2010)


  Douglas Dempster


  I’m encouraged and flattered to be part of the College Music Society’s inaugural “Summit” on Music Entrepreneurship Education. My compliments to Gary Beckman, the Society, and the United States Association for Small Business and Entrepreneurship.


  Since I have the “lead-off position,” I thought it would be appropriate to motivate our discussion by reminding us again why curricular reform in professional arts training programs is so important, even urgent, and what’s at stake. I will then share just a bit of my experience from more than fifteen years ago, when I was still at the Eastman School of Music. While there, I had the opportunity to create a professional development curriculum for our music students (which possessed an entrepreneurial dimension), something we called the Arts Leadership Program (ALP). Finally, I’d like to advance some immodest proposals, or forecasts, about what the future will bring us— or should bring us—if we take our educational mission to heart.


  HOOP DREAMS, EL SISTEMA, AND THE WINNER-TAKE-ALL MARKETPLACE


  Why worry about reforming our professional training programs for musicians, dancers, and artists? After all, professional arts education is booming in the United States. We have hundreds of thousands of students registered and more applying each year at ever-higher tuition rates. New programs at every level are multiplying daily, and specialized fine and performing arts high schools are proliferating. In fact, I’m regularly stunned to hear about the creation of new doctoral programs in the arts when there are hundreds of disappointed applicants for every vacant college job. Enrollments in college arts curricula by some measures are growing faster than enrollments in the STEM (Science, Technology, Engineering, and Math) fields. Perhaps most intriguing of all, many of the most selective private universities are rushing into the arts in a big way, upping the bidding contest for the country’s top students.


  The quality of the education, I’d also say, is extraordinarily high thanks to furious competition among schools for top faculty and students, and thanks to rigorous accreditation standards. Executives of professional fine and performing arts schools should take some credit for this golden age of music in America. Music has never been more abundant at such a high level or as cheaply available as it is today. This is in large part due to the vast surplus of well-trained musicians we’ve produced for the marketplace. You might remember that the advocacy slogan for Americans for the Arts used to be “Art: Ask for More,” and the entrepreneurial fine and performing arts schools of America answered the call with spectacular results. So what’s wrong with this picture?


  My worst fear—and I hope you share my concern—is that we may be achieving this golden age by trading on and exploiting (for our own benefit) the dreams of aspiring young artists and performers. Our training system for young musicians will inevitably produce the next great soprano or violin prodigy—and more than likely an extremely photogenic one at that. Is this the right measure of whether or not we’re succeeding as an educational system, and is this enough? If only one in a thousand of our students achieve the success to which a thousand aspire, should we count our educational process a success? What if it’s one in a hundred, or one in ten? Would that be a success for our system? If a large percentage of our graduates feels ill served by their training, misled, or that they should have been mentored better or differently, should we consider our training system a failure, and how would we know if it were?


  Recently, I watched Hoop Dreams, a stunningly intimate, unblinking 1994 documentary that follows the lives of two talented high school basketball players. Arthur Agee and William Gates grew up in the least promising neighborhoods of Chicago and dreamed of little beyond playing in the NBA. At the tender age of fourteen they were recruited off their neighborhood playgrounds to attend and play for St. Joseph’s, a suburban high school famed for its basketball program. To make a long, fascinating story too short, both boys manage to defy long odds, graduate from high school, and go on to college on basketball scholarships. Gates played for Marquette University, from which he ultimately graduated, and Agee went to a community college and then to Arkansas State.


  Neither realized his ultimate hoop dream of going pro, though both got a college education—or at least some significant part of one—on a basketball scholarship when that was unlikely to happen in any other way. Both enjoyed a measure of hometown celebrity, if not on the grand scale of the NBA. What is clear is that their dreams and talents fueled the ambitions and livelihoods of many others: coaches, schools, recruiters, patrons, parents, and trainers. It’s a complicated web of relationships, that’s for certain, while the educational ethics and responsibilities are murky at best.


  Though the documentary is remarkably nonjudgmental, the difficult and ambiguous aspect of the film is the ending, as we are not sure how all this will turn out. The viewer is left wondering whether these two young men would have been better served with more “realistic” dreams and an education that held out better prospects. I’ll leave it to you to learn about how Agee’s and Gates’s lives have played out since 1994. I’ll just hint that the after-story is as poignant and ambiguous as their adolescence.


  About the same time as the release of Hoop Dreams, in 1995, economists Robert Frank and Phillip Cook published their book The Winner-Take-All Society, analyzing industries where very few top participants in the market receive the vast majority of the economic rewards—while the vast majority of participants, including often the “next best” in the field, share a small portion of the leftovers.1 Frank and Cook’s leading examples of the “winner-take-all market” are the arts and entertainment industries, including professional sports. They wonder how such high-risk industries and occupations can flourish given the disappointment and sacrifice suffered by most aspirants.


  One might suppose that Adam Smith’s invisible hand of market efficiency would eventually lead to a more equitable distribution of economic rewards in order to assure the steady flow of new talent needed by these industries. Or one might guess that the flow of aspirants would eventually dry up, driven by rational self-interest. But to a large extent, in these winner-take-all markets that doesn’t happen, which is why Frank and Cook find them so interesting.2


  Whatever the underlying forces and motives driving these markets, if you were going to design a system for cultivating the best new talents (whether you’re interested in point guards or violin prodigies), an effective strategy would encourage a large number of aspirants through an unsentimentally rigorous sieve of selection and training. The selection and training matter, of course, but the real engine of excellence is in the numbers: the larger the number of contestants vying for distinction, the better the prospect of discovering those few with extraordinary combinations of talent, discipline, and good luck. The cheaper you can do this, the more efficient the result. What matters in a winner-take-all industry, in the end, is not how many fail to achieve their ambitions so much as discovering one great talent to advance the discipline and market.


  Educational institutions, however unwittingly or unwillingly, can become and often do become one of the market mechanisms “stoking the star-making machinery.” This is most obvious (and notoriously so) in college athletics, where only a small percentage of players enjoy an income from their “profession.” We, of course, reject this sort of description for music education as it is most certainly not our conscious intention to act as a cog in this “machinery.” But how do we know the shoe doesn’t fit? When our music schools and conservatories graduate enough students with professional credentials and aspirations to replace every member of the International Conference of Symphony and Opera Musicians and the Regional Orchestra Players Association each year, we must pause and wonder whether our educational programs are achieving the greatest good for the greatest number—or even a sufficient good for an adequate number.


  Early music conservatories in sixteenth- and seventeenth-century Venice and Naples were created out of orphanages and infirmaries—a business plan hitched to musical aspirations in the service of a greater social good. The similarities with José Antonio Abreu’s El Sistema orchestral program, which serves thousands of impoverished Venezuelan children, are intriguing. This is the antidote to the hoop dreams snare: the arts, like athletics, can save souls if we keep our priorities straight. This is largely the selfless, student-centered attitude I’ve encountered in music faculty and administrators across the country. However, as arts educators we must be alert to the slippery slope that can lead from the noblest educational convictions to the oblivious or cynical exploitation of youthful ambition for the financial benefit of the adults, institutions, and economic interests that also live off these programs.


  Maybe I’m putting too much weight on our proceedings, but I think this conference is about how we can do a better job, a more ethical job, of putting the interests of our students ahead of our own—or at least on equal footing with our own.


  THE CULTURE WARS AND THE ARTS LEADERSHIP PROGRAM AT THE EASTMAN SCHOOL OF MUSIC


  As a philosopher of art and music during the early part of my career, I was content to work my way toward tenure teaching and writing on the most esoteric subjects. That was until some time during the “culture wars” of the late 1980s and early 1990s, when I became alarmed at how oblivious my students seemed to the turmoil in the culture and marketplace they stood to inherit. In spite of being marvelous young musicians (each generation seemingly more accomplished than the last), they also struck me as entirely disengaged from the business, politics, and social machinery that sustain the arts in this country. I just couldn’t imagine how they would flourish in a world they hardly understood and didn’t seem much to care about.


  This led to the creation of the Arts Leadership Program (ALP) at the Eastman School of Music, which, after my departure, seeded the more ambitious and admirable Institute for Music Leadership under a subsequent administration. Eastman’s entrepreneurship program, the Orchestra Musician Forum, and the Center for Music Innovation are housed in the Institute. These various programs have attracted several million dollars in underwriting from the Shouse, the Kauffman, and the Mellon foundations, and from important individual donors. I believe they have gone a significant way toward redefining and rebranding as highly progressive an otherwise traditional conservatory.


  As associate director at Eastman at the time, I had a part to play in launching this initiative, and I still serve on the board of the Orchestra Musician Forum. But I want to be quick to give the lion’s share of credit to past and present faculty and administrators at the Eastman School, without whom this would not have happened: former director Bob Freeman, who did more than anyone to inspire reform thinking about the future of music education; Jim Undercofler; David Beauchesne; Doug Lowry, the current Eastman School dean and director; and, perhaps most of all, Ray Ricker, the director of the Institute for Music Leadership and the most constant influence on this initiative across the nearly twenty years since its start.


  The ALP was, I suppose, an early entrepreneurship initiative that was meant to empower students to take control of their career prospects and to inspire them in the process to fill leadership roles throughout the ecosystem of the arts. We wanted our ALP students to be “entrepreneurial” about their careers, even if they were not making a living as a business entrepreneur. I admit that at the time we saw an inherent competitive advantage to having our graduates well represented in major leadership roles throughout the arts. To be clear, I am not speaking for the current leadership.


  The idea behind the ALP was simple: offer students a for-credit curriculum—no entrepreneurship or leadership program can flourish as an extracurricular initiative—that introduced them to an inside perspective on a wide variety of music-related career paths. We could then give them an early placement in one of those professions through for-credit internships and post-graduation internships. There’s nothing especially original or brilliant about that idea, so it’s remarkable to consider just how difficult and expensive this was to implement.


  A constant concern in any conservatory curriculum, in most professional arts program, is figuring out how to squeeze in anything additional, no matter how necessary or well intentioned. How does one do this in a way that is substantial and effective rather than just token—too little, too late? Moreover, how do you do this without inciting the hostility of other faculty and departments that have entrenched authority and self-interest vested in the curriculum? How do you do it without the participating students being stigmatized and dishonored as failed performers by their peers? (This is the same fatal obstacle to attracting our most talented music students to the teaching professions.)


  I will not get into the detail of the ALP now, though I should mention what I believe are the key elements of the program’s success. First, it targeted the transitional years: from the last year of formal education to the first years of professional experience focusing on professional, paid internships. Second, we made every effort to confer honor and distinction on participating students. Third, every aspect of the program was designed to put students in control of their future career choices so they could clearly connect the dots from their formal education to their early professional experience. Fourth, we drew most of our ALP faculty from professionals practicing outside the conservatory. Fifth, the curriculum was designed with minimal requirements and maximal flexibility so students could personalize their curricular explorations. Last of all, we raised significant funds to underwrite paid internships and grants.3


  The ALP succeeded by several measures. Participating students, many of them, made an honorable, self-directed transition from their earlier “hoop dreams” as young performers into a wide array of well-grounded, well-informed, and well-prepared professional ambitions with clear and actionable strategies. In the best cases, they did this without abandoning their dreams so much as maturing them into feasible prospects. They accomplished under their own direction, with the coaching of teachers and mentors, what too many music students are left to sort out on their own long after they graduate into disappointing professional experiences. The ALP has created a leadership cohort that is exercising a growing influence on the larger world of arts and culture, which will inevitably redound to the benefit of the Eastman School.


  HUNCHES, TRENDS, AND THREATS


  As much as we want our students to think and behave like entrepreneurs, we as schools must be entrepreneurial ourselves in a rapidly changing world. So let me jump to six observations—hunches, really—on the trends and threats facing the training of professional performers and artists. These “hunches” may be as much wishful thinking as they are well-substantiated visions, but I am convinced that we ignore them at our peril.


  Entrepreneurship Across the Curriculum


  “Entrepreneurship,” I imagine, can refer to a pretty well-defined set of vocational skills and methods, which I know little about and won’t pretend to. Having spent my entire adult life ensconced in universities, I’m going to defer to the rest of you on how to teach musicians to be entrepreneurs in this narrower, vocational sense. However, “entrepreneurship” can also refer in common parlance to a disposition that is adventuresome, risk taking, self-motivated, un-rule-bound, visionary, and opportunistic—all attributes that we might hope to inculcate in any musician or artist, especially those who hope to survive gigging and freelancing. I hope we find room for both in the curricula of our professional music programs. But as this happens, let’s avoid the mistake of reducing this field to yet one more among too many skills and literacies that are competing for the overtaxed time and attention of our students.


  We are naturally concerned about our students graduating into a hyper-competitive, winner-take-all marketplace without the skills and knowledge that could give them the competitive edge needed to succeed. So what do we do? Our natural impulse as teachers is to identify the missing skill sets and information that would make them better prepared and build them into our curriculum as a new requirement. Often our second impulse is to identify and codify best practice and create an accreditation standard that will assure that all graduates once again share indistinguishable skills and competencies.


  As a result of this entirely laudable teacherly intention, we have created curricula for professional arts students that are rigidly regimented and requirement driven. What makes little sense is expecting that we can drive students through four or five or six years of a highly regimented curriculum that affords few choices and asks for little individual initiative, and then expect them to flourish in a world that rewards creativity, opportunism, experimentation, and distinctiveness more than anything else—in short, an entrepreneurial world.


  Entrepreneurship, of all disciplines, needs to find its way into the curriculum in a way that inculcates and exercises students’ entrepreneurial skills and attitudes rather than layering on another “indispensable” skill. That means retreating from the expectation of comprehensiveness. We must be prepared to accept that students will be (in different ways) incomplete musicians and professionals as they enter the workforce. Further, we also need to encourage greater difference among our graduates—different talents, concentrations, and career trajectories—rather than seeking to drive every student down the same career preparation tracks. It also means considering a six-year framework, bachelor’s plus master’s, where the preparation becomes more professionally specific and more diverse at the advanced levels, with the terminal master’s degree providing a seamless transition into a well-defined professional placement.


  Know and Respond to Alumni Outcomes


  The most important thing we can do to prepare our students for their future professional lives is to research what they’re doing after they graduate— “outcomes” tracking in the language of assessment. In fact, to maintain the health and relevance of our programs and faculty (and provide the surest check on the insidious snare of hoop dreams), we must understand and reflect on our institutional contribution to the professional and artistic accomplishments of our graduates. It is remarkable how few of our professional conservatories have good data on their graduates. There are blameless reasons for this: it’s hard and expensive to keep track of your graduates. Of course, it is no more expensive than what most schools are spending annually on marketing or recruitment. It’s difficult and expensive, but not impossible or unaffordable.


  There are also bad reasons for our ignorance of this important information: for one, we may be afraid of the results, and perhaps we are even more afraid that our students and prospective students might learn those results and be discouraged by the realities. That would be bad for our livelihoods. Frankly, for most of our programs, our applicant pool and our fees have simply not suffered for not having or reporting out these data. Astonishing as it may seem for so costly an investment as higher education, customers just seem to keep coming in ever-larger numbers and have, for decades, seemed willing to pay costs that increase much faster than the background rate of inflation.


  Enough hiding the facts and hiding from the facts. Fortunately, there’s a national initiative that is pooling resources and expertise to make it easier and, we hope, cheaper to track these outcomes for your graduates. I am on the advisory board of the Strategic National Arts Alumni Project (SNAAP), which is an alumni survey of fine and performing arts high schools, colleges, and graduate programs.4 It will track an enormous array of data points, from arts-related income to student debt, to alumni satisfaction to artistic and professional activity post-graduation. The data associated with any particular school will remain unpublished, but will be made available to participating schools in various forms, including peer-group comparisons. Aggregate data will be available for research and publication purposes. There may even be a feature, called a Lifemap, that allows respondents to graphically represent significant episodes in their professional lives.


  My experience has been that results from these surveys are as often surprisingly encouraging as they are frightening. The College of Fine Arts of the University of Texas, Austin learned from the first field test of the SNAAP survey that 69 percent of those graduates responding to the survey (alas, too small a sample to generalize to all graduates) self-identified as “professional artists” or as “working in an arts-related profession.” I was pleasantly surprised by that number. I also learned that nearly 10 percent of the respondents graduated as undergraduates with more than $50,000 of educational debt, and a full 43 percent said that their education debt influenced their career choice. These are unsurprising and worrisome reminders that our education is too costly for most professional artists to finance.


  Perhaps the greatest benefit that can come from getting at these facts is an institutional reexamination of what counts as “success” for graduates. If we define our institutional mission to fit the likely career trajectories of our graduates, then we can count ourselves institutionally successful. We are likely to see greater diversity in schools and curricula as a side benefit.


  I want to underscore that the purpose of SNAAP is not to cultivate alumni for fund-raising purposes. The purpose is primarily to inform curricular design and the career preparation of our students and secondarily to provide data for research. If in the end this leads to better alumni relations and greater generosity, then I consider that to be a well and honestly earned generosity.


  What I immodestly suggest here is that all our professional schools in the fine and performing arts should be collecting this data and attending to them thoughtfully in reforming their programs, and we should be reporting out these data to those who most need to know: prospective students, current students, and our alumni.


  Increased Accountability and Assessment


  It is also worth noting that alumni tracking ties in with another conspicuous trend in higher education that shows every sign of accelerating rapidly: accountability and assessment. You don’t have to look very far to realize that “outcomes-based” assessment, for good or ill, is a growing reality in higher education. Rather than fighting this trend, I’d argue we have an educational duty to embrace it, at least to the extent that it asks us to clarify our goals for student competencies and our expectations for professional outcomes.


  Self-Directed Education


  Another trend I want to anticipate and embrace for professional arts schools is the inevitable rise of more self-directed education. Universities and conservatories grew out of monasteries and orphanages. They were and are still sanctuaries from the chaos and depredations of an often nasty, brutish world. For most of several hundred years, this emerged as an ideal environment for cultivating these art forms and young talents. They have flourished nowhere as they have in the United States.


  The modern university and conservatory retain strong vestigial connections to these venerable origins, but they are increasingly open to the wider world. We are rapidly approaching the day when virtually every document will be available at our fingertips. One need not take monastic vows or study in ivy-covered halls to get access to expert information. Our college recently put into storage a half million film slides of art and architecture occupying a special library in favor of a rapidly expanding digital archive of images available anywhere one has a network connection and a smart phone.


  As any teacher knows, it’s become almost impossible to keep the brutish real world out of the classroom when students can text with their hands in their pockets. When I mentioned Arthur Agee or William Gates or The Winner-Take-All Society earlier in my talk, I’m going to guess that some of you quietly did a Google search during my talk. I hope so. Indeed, even the intellectual and creative communities that grow up in universities are finding cyber substitutes that are not just cheaper, but often allow more efficient and effective communications among a widely dispersed community.


  The digital revolution may once and for all explode a thousand-year-old educational model. One way or the other, we’d better get used to it as we all become accustomed to the self-directed learner.5 This is going to rock the foundations of our educational institutions, and it is going to reward a whole new set of learning skills that are, I would say, less monastic and more worldly, less passive and more conversational, less directed and more “entrepreneurial,” less episodic and more lifelong. It’s urgent that we embrace and respond to this trend in the ways that we train—and perhaps not so much train as “coach”—the next generation of aspiring professional artists.


  Conservatories of Culture


  It is hard to exaggerate the significance of conservatories, universities, art institutes, and various “schools” of the fine and performing arts as institutional conservators of culture and patrons of emerging arts. Of course, we think of them first and foremost as training institutions that prepare new talent for the culture and marketplace. Yet they are also major employers of practicing musicians, composers, and music technicians. These institutions are also major patrons and presenters of touring, freelance artists and commissioners of new work. We are incubators of new and experimental art that wouldn’t be supported elsewhere. For many of our communities, large and small, we serve as cultural anchors for the enrichment of citizens.


  What and where would jazz be in this country if it had no place in our music schools? What would become of “early music” or contemporary classical music without the institutional patronage of conservatories and universities? Some musical genres would not exist at all but for the institutional history and patronage of our schools—think of the orchestral wind symphony or the trombone choir. Both are inventions of music schools. This patronage, in terms of energizing and sustaining these art forms, dwarfs the influence of the National Endowment for the Arts or state arts councils, or the cultural influence and economic impact of professional symphony orchestras or recording companies—or so I immodestly argue.


  The same is true for most of the arts that we refer to as “noncommercial” or nonprofit-based. Either directly, as in the case of contemporary dance, or indirectly, in the case of regional nonprofit theater, higher education is providing a vital institutional patronage to these art forms. The outsized and growing role of colleges, conservatories, and universities in delivering the cultural life of our communities will present a challenge to our efforts to keep our students’ interests foremost in our mission.


  Commercialization of Higher Education


  Finally, though it is a vast topic that I can barely throw out as more than a provocation, I see an inevitable trend toward further commercialization of higher educational institutions and our artist training programs. This is a prospect full of perils and possibilities. Some of us in higher education feel that the prevailing model of higher education funding is showing signs of exhaustion: tuition can’t keep increasing at twice the rate of inflation; public funding for higher education is diminishing and will certainly not keep pace with institutional ambitions; many would say that private giving and endowment income won’t grow fast enough over the next ten years to make up the difference.


  Universities have been rushing commercial ventures into this breach.6 I want to recommend a 2003 book by Derek Bok, former president of Harvard, called Universities in the Marketplace. Big-time college sports may be the most conspicuous example of universities engaging in commercial ventures, according to Bok. However, both executive business and distance education have been other profitable ventures for many universities. Research funded by public agencies, private foundations, and corporate interests generates enormous revenues for many research universities and has tilted many campuses decisively in the direction of the fields for which there is such funding. In the arts, we are involved in a quasi-commercial venture—like the original Venetian conservatories—every time we sell tickets to a student or faculty performance. Even our fund-raising can take the form of a commercial transaction to the extent that donors redirect our programs and missions to suit their own interests and ideals.


  But it is also possible to be too pure and otherworldly for the good of our students, who will, after all, have to make their way in a largely commercial world. Giving students a chance to participate in a commercial or entrepreneurial venture can be an enormously valuable learning experience so long as they are allowed to appreciate and manage some of the business realities of those ventures and are not simply exploited as unwitting instruments of the ventures. I would urge only that we keep our eyes wide open to the risks as well as the opportunities in commercializing our programs.


  As we think during this conference about the place of entrepreneurial studies in the traditional curricula for aspiring musicians, I hope we think a few steps ahead to how radically our educational institutions are likely to be transformed over the next decades. Institutionally, we must act entrepreneurially, but should do so always keeping the interests of our students foremost.


  NOTES


  1. Not that any of us envies Tiger Woods’s current worries, but as the best golfer in the world, figuring out how to make his payments on the Cadillac Escalade is not one of them. In 2009 Tiger Woods was the top earner on the PGA Tour at $10,508,163, 40 percent higher than the next biggest earner on the tour, Steve Stricker, who played 30 percent more tournaments than Woods. This doesn’t count commercial endorsement income. Ninety players on the Tour earned in excess of $1,000,000 that year. The compensation scale falls off sharply after that. Only 205 members of the Tour earned in excess of $100,000. The PGA (Professional Golfers’ Association) counts twenty-eight thousand members who are “club professionals” and who are presumably not making a living as competitive golfers. See www.pgatour.com/r/stats/info/?109.


  2. Just to demonstrate a sense of the brutal concentration of compensation in a winner-take-all market, consider the NBA (National Basketball Association). The NBA has about 430 players earning approximately $5,000,000 per year on average, though some annual compensation goes over $22,000,000. There are 347 NCAA Division I basketball teams, with rosters allowing not more than thirteen scholarship players each. That’s 4,500 players receiving some or all of the cost of their education in exchange for their play. The NBA drafts about sixty of these college players each year, plus international pros and graduated high school players. That’s about a 1 percent chance or less of making it into the pros, and a generous living, once a player has earned a spot in a Division I college organization. There are, no doubt, vastly more people making a living off the revenue generated from NBA entertainment, including coaches and accountants, surgeons and talent managers, lawyers and custodians. Imagine an NBA-funded program for recruiting poor inner-city kids into the vast array of vocations and professions that flourish in the professional sports marketplace.


  3. One of the ironies of higher education is that most families set aside little if any funding to underwrite the most important transitional years for a young artist: moving from a highly regimented formal educational experience into the free improvisation of being a freelance artist.


  4. See http://snaap.indiana.edu.


  5. Self-directed skill acquisition or cognitive facilities are, no doubt, a trickier matter than just being wired to the Internet 24/7. One is not going to learn how to play the piano just by downloading a how-to book to your Kindle. I’m already seeing clear indications that the digital revolution is transforming the traditional hands-on teaching of skills. Over the last semester we’ve had several faculty, quite independently, decide to create online, video-based instrumental methods courses in order to reach out to the global world of students.


  6. I assume a fairly broad meaning of the term “commercial” so as not to exclude transactions, contracts, and partnerships occurring entirely in the nonprofit and public sectors of the economy.


  2
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  Why Music Entrepreneurship and Why in College Music Training?


  C. Tayloe Harding


  Americans need more music: more music to listen to and more opportunities to make music themselves. Further, this nation needs more musicians to deliver more music and music-making opportunities. We can debate most of the rest of what I advocate in this talk today, but these two facts about a greater need for music appear certain.


  To more fully consider and explore this national need, let’s imagine you are a freshly minted music professional just days out from your graduation with a bachelor’s or master’s degree in performance. You are ready to go out in the world—or at least to get away from school—and start being a musician in some way by providing musical experiences to the nation. You play the violin or clarinet or trombone, or maybe you are a pianist or singer ready to audition for an existing full-time music position anywhere in the country. To make it through school without a lot of debt and to pay for some fees and fares to get you to some auditions, you’ll need some kind of minor job that brings in enough money but does not cut too terribly into your practice time. This job, you accept, is likely to not be musical, or maybe you will find a few applied students to give you what you need to cover expenses.


  If you are unusually wise for your age, you have consciously given yourself a year to see what your efforts will bring. Of course, you know that if a job does not materialize, you can just gig, develop the minor day job a bit, and save a few bucks for a more advanced degree. Rationally, you assume, this will lead to an ultimately successful audition or a college teaching position, where it seems the job market is less competitive. Or you can give the audition plan another year. Then, that year (or maybe the second) ends and you are faced with the scenario you envisioned as a possibility—no full-time work as a musician, but some good experience and some good students. Now you are at that twentysomething crossroads so common for a young professional musician.


  However, one thing is different now than when you conceived of this place last year or the year before: you don’t want to put your desire to make music a full-time occupation or life’s focus on hold. Unlike those who find their day jobs not so bad, after all (and can see a way to happiness following a nonmusi-cal career while still having music as an integral part of their lives), you want to make music your life’s work and need to discover a way to make it happen.


  This scenario, or one like it, as we all know, is very common. What this person chooses at this twentysomething professional musician crossroads is not likely to be as life-altering and permanent as I made it sound, but that’s not the point. The point is that young professionals who want to make music their life’s work also want to (whether they understand it or not) make their musical life interesting to others so that they can pay for its existence. Unfortunately, not only do young professional musicians generally not see this, but the ones that do are clueless as to how this is accomplished.


  Emerging professional musicians must learn to create their own unique paths to a musical life and impact their fellow citizens accordingly. Such professional performers need to be not only outstanding musicians but also great purveyors of their music: they need to know what is most imperative and compelling about their own musical talents and desires, and to achieve a positive effect on their audiences. This is true for all musicians.


  For some performers this is not hard. Imagine the Van Cliburn winner Olga Kern when she was contemplating her career and musical life. For her, and others (like Dale Clevenger, legendary principal horn of the Chicago Symphony), envisioning a musical life that would profoundly affect others was likely not difficult. However, finding a way to inspire enrichment in others—in and through their music—appears almost instinctive. Finding an agent and developing an audience, I am sure, came as second nature to these two excellent musicians.


  How many young Olgas and young Dales exist among our twentysomething professional musicians? When we observe a few, how often do they come along? Music students hoping to emulate this success pursue study and preparation for that kind of musical life. Yet, at some point, students learn their success will not match Olga’s or Dale’s. Why should this be a debilitating disappointment for them? Why should it be then considered laudable to pursue music only avocationally for a young musician who has come to the realization that he or she will not be a Dale or Olga? There must be ways that non-Olga- or non-Dale-like music professionals can meet a community’s need for musical experiences. Most professional musicians who are steadfastly dedicated to securing music as their life’s work ultimately find a way. But what does it take? Can the people and organizations that train young musicians also help them learn the skills that will realize their desire for a musically centered life?


  Please don’t get me wrong; I am a great champion of the distinctively effective education that professional music is for most of life’s pursuits. I am a proud faculty papa when one of my students forges a great career that has meaning and purpose for those around her—even if music is not at the center. What I am advancing here is that helping students who determine that music is their purpose in life realize that meeting a public’s musical need for their talents is key to actualizing that purpose.


  The answer to navigating the twentysomething crossroads, or perhaps to avoiding it entirely, is for emerging professional musicians to acquire a bank of knowledge, a set of skills, and some learned behaviors typically not possessed naturally or learned formally. This knowledge, these skills, and that behavior are embodied in one discipline: entrepreneurship.


  Today there are any number of musicians who became entrepreneurs either instinctively or by circumstance, and a few became entrepreneurs by studying it in a classroom. In most cases, people became entrepreneurs experientially: learning how to think and act by leveraging their musical talent through building an entity or a process that brings value to others.


  How do these functions work? How does one study entrepreneurship or gain experience thinking and acting entrepreneurially? I contend that people become entrepreneurs, through study or practice, when their current state is no longer acceptable, and frequently necessity is the first sign. Necessity is not just the mother of invention—it is also the sister of creation, the aunt and uncle of innovation, and the godfather of entrepreneurship. When a necessity emerges (a societal need for something, say, music listening, music study, or music making), then a need for an entrepreneur to create something that satisfies this necessity emerges fully formed. Are professional musicians able to meet emerging societal needs for more music? More importantly, are all young, aspiring professional musicians focused on meeting this need?


  Professional musicians in the non-Olga and non-Dale categories who want to make music and share their life’s work are now increasingly having to think like, act like, and become entrepreneurs in order to discover a path to this life; in doing so, they meet society’s need for more music. There are more ways to do this than we can imagine, and it takes only one for a twentysomething to make a life’s work meaningful to others who need or desire music in their lives.


  This one entrepreneurial act could be small or large, but it needs to have music at its heart to best leverage a professional musician’s desire to meet a community’s musical need. If additional large ensemble organizations with big budgets and full-time musicians could be the solution to a particular community’s need for more music listening experiences, then developing such a group might be pursued and might be successful. This is quite a profound example of an entrepreneurial act.


  However, twenty-first-century economies do not suggest this large ensemble model is practical—in fact, it is just the opposite. What we came to expect in American professional music from the early 1960s onward was that a society (propped up by money from an array of both governmental and foundation supports) could and should become replete with such musical organizations. Thus, an entirely new economy of full-time posts for highly skilled professional musicians emerged. The problem? It has proven to be largely a faux economy. As the industry of large ensembles of full-time salaried musicians expanded, and the quality and reach of the groups thrived, the sources of the money that made the model possible in the first place began to wane. Now, here in 2010, we are almost back at the beginning, approaching the pre-1965 or so collection of such ensembles.


  With several huge differences, these large ensembles created profound musical experiences for music lovers and contributed more to American demand than ever before. These ensembles speak to the expanding demand in our society for more musical access and I offer two examples below to illustrate my point.


  First, establishing the large professional musical ensemble industry has helped build a taste and desire for meaningful musical experience both as individuals and in/as communities. The desire and need for people to seek out musical experiences with greater attention and effort are so evident they are hard to dispute. The ensembles of this industry have helped to build, and now represent, a culture that evolved to see music as both more elite and at the same time more ubiquitous. To the point, having such ensembles in communities has enriched them to the extent that even if the ensembles are gone now, the need for opportunities to hear affordable music lives on.


  Second, while music has always been meaningful to humans, being able to expect and gain access to music has not been easy. Explosions in the number of opera companies, orchestras, and professional choirs have changed our cultural landscape, despite the high cost. Further, the recent national comeback in the number of community bands and choirs reflects and makes relevant the large professional ensemble in a community. Even if their presence was only temporary, large ensembles changed the expectations of communities. These communities now expect to obtain musical instruction and experiences to make music themselves.


  Though it appears that the number of organizations that can support fulltime jobs for professional musicians is in decline, their temporary presence has influenced the music marketplace. And now comes the twentysomething crossroads professional musician who is unable to secure one of the remaining full-time musical posts but nonetheless wishes to make music her life’s work. What can our young professional musician do to realize her dream? How might it be possible for us, as educators, to help?


  PART II


  America’s institutions of higher education produce more professional musicians, by far, than any other collection of similar agencies in our society. If the country’s need for music is as great as I claim it is, this begs a question: are those of us employed at higher-ed music units preparing and producing enough professional musicians to meet America’s need for more music? This is not a question we are comfortable asking when a more familiar one dominates our day-to-day concerns as music educators: why are we producing so many professional musicians for nonexistent jobs?


  Putting aside for a minute the ennobling subject of whether or not a professional music degree is worthwhile if a career in music is not the outcome, let me simply say this about the “too much supply” question I just referenced: It is not true that there is too great a supply, as such a perspective measures an irrelevant statistic. Higher education is indeed creating too big a supply for a diminishing demand if a “job” is a full-time, well-paid position in a large major ensemble. However, if by “job” we are instead speaking of the countless and not entirely already conceived of manners in which professionally educated performers can bring their musical talents to disparate audiences, then our society’s supply of musicians is outstripped by its demand.


  The proof of the necessity for more musical experiences as listeners, performers, and witnesses is everywhere. A tiny speck of this proof is the cultural shift represented by the power of the large professional musical ensemble industry I mentioned before. The larger body of evidence goes beyond the former orchestra season-ticket holder who now laments the loss of his or her symphonic events, and beyond the basic observations of the generation with headphones in their ears eighteen hours a day, whose appetite for music is not only insatiable but also boundless. My mother’s friends at the retirement community where she lives largely don’t know that an Apple is not always red and juicy, yet they still want access to live and recorded music. This population grows every day, and I can tell you that the professional musical community is not doing enough to supply them with the music-listening and music-making experiences they desire.


  If one buys this case I am making about supply and demand, there comes a seminal question: if we are preparing a multitude of professional performers and teachers in higher education right now, then why are we not already meeting the demand? I believe the answer to this is the way we teach music in higher education. While historically proven to be the best way to make a professional musician, it has not been conventionally designed to produce professional musicians who are knowledgeable enough to make their musical talents available, accessible, and suitable for communities that need or desire more music. We do not do all we should to help students determine (or not determine) that music is their purpose in life. Realizing that meeting a public’s musical need for their talents is the key to actualizing that purpose.


  Many music schools offer career counseling and career development assistance to undergraduate music students who approach the conferral of their degree. Faculties across the country help our young graduate students as well. I have found at the schools where I worked and at many of those I have visited, that faculty frequently confuse the concepts of career development and entrepreneurship for musicians. Further, it is common to hear their colleagues wonder if music entrepreneurship is just another way to refer to music business.


  Helping students understand how to build a website, write a résumé, or devise strategies on how best to audition is not entrepreneurship. Further, it is not the knowledge, skills, and behaviors that prepare professional musicians “to be great purveyors of their music, to know what is most imperative and compelling about their own musical talents and desires, and to know and act on how they can best achieve a positive effect on their audiences through their music.” Certainly a degree program that prepares someone to administer a business that manipulates, refers to, or simply supports music, while possibly entrepreneurial, is also not music entrepreneurship.


  I believe these are critical distinctions for those of us who are higher education faculty and administrators to understand and demonstrate routinely for our colleagues and students. Some expertise with the principles of career development is vital, of course. However, thinking and acting entrepreneurially for the purpose of realizing a music life and making a meaningful musical contribution to a public are not the same thing as career development in music. Likewise, a study of music merchandising, marketing, financing, or recording (to name just a few of the subspecialties of music business) is not music entrepreneurship. Music entrepreneurship study can and will help professional musicians learn to bring their talents to the desiring audiences they cultivate.


  How to integrate entrepreneurship into professional musical training has dominated much of the discourse in the scholarship. Indeed, many of us are trying to garner a preliminary understanding of how the skill and behavior of entrepreneurship can be made educationally relevant for professional musicians. Capturing the distinctions between music entrepreneurship, music career development, and music business is a critical step in understanding music entrepreneurship education.


  I am a passionate advocate for instruction in—and experience with—the principles of thinking and acting entrepreneurially for professional musicians. However, I articulate this passion and think more like a musician and a community organizer than I do a businessman. I tend to describe the necessary presence and vitality of entrepreneurship in the musical world in terms of the necessity of meeting a musical demand. What I admire so deeply are the others who argue for more music entrepreneurs in terms of creating a new social value rather than just meeting a need. I look forward to hearing more from individuals whose approach to the creation of something new in music has to do with the measure of music as a civic or individual asset. We in the professional musician world have much to learn from that perspective.




End of sample
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