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~Seeding the musical ground
- __and nurturing a shared
| musical future

Gary McPherson
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~~ 'lplantodiscuss:
e ff* 1. My own research on developing

talent

2. The Avalanche is Coming — report
on higher education

L.
1 3. Redefining Music Studies in an Age
| of Change - report from College

Music Society (USA)

. The need to constantly update and
redefine what we do



Psychological

Future
Musical
Identity

Musical
Identity

Networks

Students tend to give up if they are unable to imagine
themselves as musicians into the future
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nding Student Needs

What students do: behaviours
What students think: cognitions

What students feel: affect




" Understanding Student Needs
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o Music training:

Finding a balance between

- * SKkill (physical)

e Will (mental - motivation)



Performance Phase

Self-Control
Self-Instruction
Imagery
Attention Focusing
Task Strategies
Self-Observation
Metacognitive Monitoring
Self-Recording

Forethought Phase Self-Reflection Phase

Task Analysis

Goal Setting Self-Judgment

Strategic Planning Self-Evaluation
Self-Motivation Beliefs Causal Attribution

Self-Efficacy Self-Reaction

Outcome Expectations Self-Satisfaction/Affect
Task Interest/Valuing Adaptive/Defensive
Goal Orientation




Need for Need for Need for
autonomy competence relatedness

Basic Psychological Needs
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Amotivation Extrinsic Motivation

L External Introjected |dentified Integrated
Amotivation . . . .
regulation regulation regulation regulation

Behaviours that
Lack of

intentionality

——
ntrinsic
otivation

Intrinsic
motivation

For enjoyment,
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For avoiding
external For personally are fully

held values suchjill incorporated
as learning new into the

For external
reinforcement
such as gaining

rewards or
avoiding
punishment

pleasure, and
fun; no
discernible
reinforcement
or reward

sources of
disapproval, or
gaining
externally
references
approval

skills; internally repertoire of
referenced behaviours that

contingency satisfy
psychological
needs

and personal
causation
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g Low High >

| e . ~H Integrated
internalization internalization



Need for Need for Need for
autonomy competence relatedness

Basic Psychological Needs
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Amotivation Extrinsic Motivation ntrinsic
otivation

Types of Motivation



HighS

ENGAGEMENT)

LowS

Student — Teacher &Teacher — Student
Interactions During Lessons
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Samples of 4 Different Teacher-Student Interactions
During Beginner String Lessons
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Results
* = High Autonomy Support - triggers
engagement

* Low Autonomy Support - triggers
resistance

* Authoritarian Styles of Teaching -

triggers mimicy, and less meaningful
Interactions between Teacher and
Student

thoritative Style of Teaching - triggers
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Teaching Genius - Dorothy Delay

Juilliard School in New York

Teaching by Example

PR ACEING "I don't like the idea of one person's

GENIUS performance being the supreme influence on a
: young person" so | never say "No, do it like this"

The Power of the Spoken Word
"l find it difficult to teach someone who doesn't
speak back"

The Barrier of Fear
Providing support in ways that allows students to

Dorathy DeLay and the believe in themselves
Making of a Musician

BARBARA LOURIE SAND

The Pleasure Principle
"I think people who are successful have learned
to be proud of what they are doing"



Teaching Genius - Dorothy Delay
Juilliard School in New York

Perseverance
"I don't know what it is that makes it possible for

TEACHING people to go on in the face of discouragement because

GENIUS no matter what you do, you are going to face times
when you are not successful"

Making Plans, & the Meaning of Discipline

"I realized that discipline is very simple; after | set this
gorgeous goal, you say 'OK, now this is where | want to
get, and now how to do | get there?' Discipline is just
the process of carrying out your plans”

| An Unimpeded Vista
D"""”D’ DeLay and the The best learning takes place in an atmosphere of

Making of a Musician support and encouragement. There is no such thing as
BARBARA LOURIE SAND innate ability

Balancing high demands with being
receptive to individual needs



HighS

DEMANDINGNESS)

LowS

Teaching Styles

RESPONSIVENESS)
Low$S > High$
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Harmonious Passions
Obsessive Passions

® Harmonious Passions - freely chosen for the
pleasure that comes from the activity = intrinsic
motivation

® Obsessive Passions - influenced by extrinsic
motivations — wanting to please others or to
maintain a certain status that is important to self-
esteem = extrinsic motivation

Bonnerville-Roussy, Vallerand, Baufford, 2012, 2013



Harmonious Passions
Obsessive Passions

® Teaching in an autonomy-supportive way and promoting
Harmonious Passion helps students in very demanding

educational areas like music toward their expected career
in a healthy and positive way

Bonnerville-Roussy, Vallerand, Baufford, 2012, 2013



Autonomy Harmonious
Support Passion

Persistence

Psychological Obsessive
Control Passion

Stress

Bonnerville-Roussy, Vallerand, Baufford, 2012, 2013
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NATURAL ABILITIES
GIFTS (G) = top 10%

DOMAINS

INTELLECTUAL (Gl)
General intelligence (‘g’ factor)
Fluid, crystalized reasoning
Verbal, numerical, spatial
(RADEX)

Memory: procedural,
declarative

CREATIVE (GC)

Imagination, originality (arts)
Carroll’s ‘retrieval fluency’

SOCIAL (GS)

Perceptiveness (manipulation)
Interacting: social ease, tact
Influence: persuasion,
eloquence, leadership, courting,
parenting

PERCEPTUAL (GP)

Vision, hearing, smell, taste,
touch, proprioception

MENTAL

MUSCULAR (GM)

Power, speed, strength,
endurance

MOTOR CONTROL (GR)
Speed (reflexes), agility,
coordination, balance

PHYSICAL

Inventiveness (problem-solving)

Francoys Gagné, 2008
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ENVIRONMENTAL (E) COMPETENCIES
MILIEU (EM) TALENTS (T) = top 10%
Physical, cultural, social, familial
INDIVIDUALS (El) MUSICAL TALENTS
W Parents, family, peers, teachers, mentors
- PROVISIONS (EP)
w Enrichment: curriculum, pedagogy (pacing)
>_ Administrative: grouping, acceleration
J
< ( INTRAPERSONAL (I) Performing
— PHYSICAL (IF)
< g Appearance, handicaps, health Im PrOViSing
U £ MENTAL (IP)
Temperament, personality, resilience .
Composing
£ AWARENESS (IW)
r E Self & others; strengths & weaknesses .
&% MOTIVATION (IM) Arranging
O <Z( Values, needs, interests, passions
< VOLITION (IV) :
= Autonomy, effort, perseverance g Analysmg
T F .t
Appraising
r
DEVELOPMENTAL PROCESS (D) Conducting
ACTIVITIES (DA) PROGRESS (DP)
Access Stages Music Teaching
Content Places
Formal Turning Points
INVESTMENT (DlI)
Time
Money
Energy




An Avalanche IS Comlng

nd technology are transforming the way
the global ecanomy works

— The cost of higher education is increasing faster than

inflation
— Westerpy'countries — student debt is increasing
— The

/alue of a degree is falling



MOC)CS and }vther forms of self education — enrolments
exploding

1 . :
Employers aré skeptical about online degrees, but these

perceptions afre changing quickly




......

. Nothlngfshould stand in the way of profound elements
of ouﬂ'l oral traditions

. But the way we impart our knowledge needs to
change as the world changes

Distinctiveness matters

* “What is s ‘L%pecial about our institution?” (What
words wou

others use to describe our institution?)

 No institutidn can cater for all students

* Closing t ory/practice gap

* Much ‘we add won’t be content



Selzmg Opportumtles & Acting Ambitiously

* The massr

e The ‘local’

In each of the\
lifelong learnj

nusic institution - comprehensive

* The niche rfusic institution — specialized

inusic institution — servicing the community

>

e forms of higher music education, the
g mechanism will be essential
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.~ _—* Curriculum is based on early 20t

X

(;{;g;centu ry model

— Some of what we do isn’t based on
evidence or facts about learning
process

-
— Aural teaching, musicianship — applying

knowledge

5 ‘—-"

'— An example — auditioning students into
performance programs — low
edictability



Audition into Bachelor of Music

Correlation to Music Correlation to Course
Performance 2 Weighted Average (GPA

YR12 School Music Theory 0.18 0.41

YR12 School Music Solo
Performance 0.36 0.35

Overall Year 12 School

results (ATAR) 0.26 0.42
Admission Rank 0.43 0.33
Audition Score 0.38 0.12
Aural Test 0.08 0.03

Theory Tests 0.14 0.24



. Curriculum
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* What would an early 21°* century model look like?

‘|t’i|§Fﬁ§Iude more choice?

— Would it allow for different journeys to the same
place?

— Should it bE focused on developing curricula that

¥/

allows students to become the musician they aspire to
become, r \ her than the musician we believe they need

f

to become A




What Students Want

~=.. _»Opportunities to put theory into

=77 ©_—practice in authentic situation

e Students want unrestricted access
and flexibility (not 9am to 5pm
learning)

Y=/

ts More feedback (and less assessment)
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A 21St Century Music Curriculum?
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furvival of the Fittest)

DEMANDINGNESS
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t Century Music Curriculum?
e T RESPONSIVENESS
" o — High

Authoritative
Curriculum

The “Sweet Spot”?

DEMANDINGNESS
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Edward W. Sarath, David E. Myers,
& Patricia Shehan Campbel




CREATIVITY

DIVERSITY

INTEGRATION

Performance,@onductingll ' Careerfevelopment,?

Improvisation,Zl g SocialBustice,Tivichk
Composition,Xreativel Engagement
Analytical,@ultural-Social,® .
Technology,@ross- y Entrepreneurial

Disciplinary@rtsk H|§tor|ca|, :
Pedagogical/Learning

Therapeutic,
Aesthetic/Philosophical,
Cross-cultural@tudies

COMPOSER,AMPROVISER,’PERFORMEREMODEL
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‘*Fﬁ | am a populist who sees the potential of our
culture as a brotherhood/sisterhood of musics:
folk, ethnic, vernacular, new or old, improvised
or written down, classical or contemporary. In
|_my vision, all of these musics coexist,
| cohabiting and crossfertilizing, living together
in peace and harmony.

(Gunther Schuller)
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EIWhat contempgrary sémal and/or musical/artistic issues might argue for
char;ge in the education of undergraduate music majors? What changes

ey nggest?

undergraduate curriculum? Are career issues important in the

dWhat career iisues for musicians might suggest re-thinking aspects of the
undergraduaté&curriculum?

dWhat is the rolg of the musician in society? What one career trajectory do
almost all mys; s pursue and depend on? Is there, or should there be, a
relationship/Between the role of music in diverse cultures, the commitments

of professionally tral ed musicians in societies and communities, and the

educatibn of musicians i conservatories, colleges, and universities?
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Informal settings — clubs, bars, malls, etc.

Pop up music/flash mobs

Crossover styles

Movement, drama, film

Flexible ticket options

Enhance diversity in music and among musicians

= Co-creation/audience engagement

CONSIDER: Sh
How does
world?

sic education lead, follow, or maintain the status quo?
sic compare to other fields that serve as incubators for change in the wider




We share a dream in which

performing, teaching and
learning are indivisible, with
wider dissemination of our
art at its centre.... Simon
Rattle outlined his vision for
universal access to music,
with children and young
people at its heart.

0

/

[

~

He stated his aim that
every musician should be
engaged in composing,
improvising, mentoring and
performing; that the
creation of new music will
be central to the process,
working with leading
composers and teachers;

He called for new standards in making
world-class music available to all.

and that his appointment will
generate new partnerships
between London and the whole
country to confirm the UK as a
world leader in the arts.




Themes
of

curricular, 8§

social,

and

economic
change in
the 21°t
century

Integration/interconnectedness
Collaboration/partnerships
Creativity

Real-world complexities

New business models
Values-based decision making
Adaptability/nimbleness
Diversity and inclusion

Societal engagement and relevance
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i ,/ EI Roots of music engagement across societies: improvising; composing;
= —performing

U Integration of theoretical, historical, cultural, aesthetic, sociological
understanding of music

O Entrepreneurship as “creating value” organically derived from music
itself

1. U Community engagement as social and musical entrepreneurship

U Students active in planning degree curriculum trajectories

U Respecting, valuing, understanding relationships and distinctiveness
across diverse peoples and traditions

Collaborations/partnerships/leadership among music and social
ipstitutions and organizations

e curriculum (as opposed to an oppressive one)



\llewmg Change as Opportunity:
£0mm|tment and Process

......

S // s // A D\Bottom up and top down concurrently

Valuing expertise of faculty within programs

UIncremental or broad scale: course or courses; degrees and
programs; whole school or department

W Considering the authentic drivers of curricular change

L Overcoming impediments to change

HLinking with change in other disciplines
L Robust dialogue and conversation among faculty and students
U Emerging models of portfolio careers

ing the calculated risk



/ , ,_,..:;.":,:-Mus1c and Drama
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The Performance and Creatlve Enterprlsejegree is aimed at artists
from a range efmu‘sm and t “backgrounds - including
musicians, compo: hea &thakers, devisors, spoken word
artists, beatbox'ers and poets.|Through cross-art form projects, you
will collaborate, communicatejand lead in a range of cultural and
socially-engaged contexts. Thelcourse will develop your curiosity,
stimulate your imagination and help you to generate original work,
while preparing you for life in the professional arts industry, with a
strong focus on entrepreneurship and employability.

¥/

Joint European MM for New Audiences and Innovative Practice

The two year innovative curriculum has been developed with
five higher music education institutions and a further seven
external professional and educational organizations in four
European countries. The program will provide musicians with
the skills and knowledge to become artistically flexible
practitioners and capable of adjusting to a wide range of
situations in a variety of artistic and social contexts.
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To oversee the revrew and-fevision of Peabody’s

currlculum Torensure verb akeommunication skills,
audience dews menp' nfogramming, community
connect|V|ty and careerplanning become integrated into

the work of every Peabddy student, relating it directly to
their regular and essent
musician/performers.

| everyday activities as

To explore and reimagine possibilities in a future
ensembles program that strategically weaves together
all ensemble experiences at Peabody in a context that
prepares students for the wide variety of experiences
they’ll likely encounter in professional life, and

fits Peabody’s evolving structure and future needs







It is not necessary to change. Survival is
not mandatory (w. edwards beming)

B B
&

“What if we didn’t change at all and
something magical just happened?”
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Survey of School Students
Motivation to study MUSIC as compared to ACADEMIC school subjects
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Grade 3

Grade 6 Grade 9
School Grade
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Academic



Survey of School Students
Motivation to study MUSIC as compared to ACADEMIC school subjects
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Survey of School Students

Motivation to study MUSIC as compared to ACADEMIC school subjects
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Grade 3
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Grade 12
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Survey of School Students
Motivation to study MUSIC as compared to ACADEMIC school subjects
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Survey of School Students

Motivation to study MUSIC as compared to ACADEMIC school subjects
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Survey of School Students
Motivation to study MUSIC as compared to ACADEMIC school subjects

4.50

Academic

/
4
l

N —@— Music Learners

Importance
g
/
/

-
—
-
—_—

—®& —Non Music Learners

2.50 T | | 1
Grade 3 Grade 6 Grade 9 Grade 12

School Grade




Survey of School Students

Motivation to study MUSIC as compared to ACADEMIC school subjects
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Survey of School Students
Motivation to study MUSIC as compared to ACADEMIC school subjects
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Person based vs Strategically based

Collaboration is not domination or poaching students
Mutually beneficial

Strategic %if so, need to be understood by all partners

Agreemen\ s —don’t forget cultural and contextual

issues

Stress exgellence and focus not competitiveness



institutloj
c-Campus
Grow the

" f“é coIIaboratlon — a presence within other

s and they within us
— multi-strands to networks/collaborations

Fsteem of our reputation as an institution

.LN

through u

derstanding of what we are good at and
\ e known for







How long will it be before the
traditional symbols of music
become obsolete?




~ An Era of Globalization
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The 3 or 4 year degree is no longer standard

i Relationships with our community, region,
~and internationally are becoming
increasingly important
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An Era of Globalization
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.~ Academic articles published each year

g
Ze o
o0

o

{f« 1726 = 344

1850 = 13,439
1960 = 258,284
2000 = 1,132,291
t 2009 = 1,477,383
| 2016 — 3,560,740

Information is not the same as Wisdom

Increasingly, academic publications are no
an as defining wisdom



I|m|ted acc ss to a variety of cultural engagement
opportunities

Access to specialist knowledge and expert tuition is becoming
increasingly|difficult as fewer rural public schools offer music
within theirjcore curriculum and fewer rural communities are
able to sustdin musical ensembles that in previous
generations vere much more common and visible.

This can b
adolescepts w

trasted with opportunities for children and
are living in cities across Australia



T Thel Conservatorium

. The Mefbourne On(me Music Innovation Hub is conceived as
thelnltlaT step in the multlphase development of research

Will unde take research, development and evaluatlon of communications

{research into pedagogical strategies and techniques, and
interactioflal protocols designed to maximise the effectiveness of online
[ gement; and



......

Natlorral Imadband Network

1t T ‘*hnologlcal developments offerlng
enhance possibilities for online music
engagement

Linking the emerging research to practical
outcome

Linking with rural providers such as regional
conservatoriums

Imbedding this into Master of Music
(Perfor e Teaching)




- The i-Conservatorium
’/, \- Instrumental/Voocal Teaching:

Online teaching of
instruments and small
chamber music ensembles




The i-Conservatorium




. Mus:cffherapy facilitate equitable access to
I|v’/ﬁ"" n‘_ D music part|C|pat|on for people with

face-to-face therapy (e.g., Quadriplegics)
 Composition: using works in an Apps and
expanding the way music, music composition
and mus%‘ education together interact with
technology. Online composition and creativity
includi use of graphic images and

ani



Celebrating our National Identities

* Musicin Australia — online course on
ralijﬁ Music — interviews with composers,

musicians, musicologists.

* Possibilities for Global Music Academy
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- Music and Health

£X
\

..... 34

......

o

e MOOC”onAI\/IUSIc and Health: concentrating on
rStrefgths in music therapy, music
psycholdgy and music and wellbeing.
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. ";%.”We I1ve4n a world\that is coming together even though the
perceptlon 7|s thatiitis pulling apart

Ne traveﬁ gfn many different and varied ways:
. planes}J boats and trains

e emalil
 SKYPE
«  We ‘know’ as well as ‘know of’ colleagues internationally

 Reorganization of Research
* “thought collectives” — multiple researchers working

toget n common themes and issues
* Clus ollaboratories are now the means of doing
reséarchint sciences (e.g., work on the particle accelerator

jrivolves more than 33000 researchers worldwide)



V\lhere have we come in the last 10 years?

—

.Unlveﬁsmes around the world
/StudA,LAbread programs
«7% “ Agreements between Universities
~Thternat§onalization of curriculum — “Bologna agreement”
e Some st@andardization of curriculum, assessment, definitions for
researc

*  Studentslentering university were all born after the invention of the
internet |

* These initia‘f ives have:

Insome disciplinas, facilitated networking and connections within
roader ‘research comumunities’




V\lhere have we come in the last 10 years?

—

I\'/I'c')st; |mpo;r é Iy these developments bring into question:

/

«.> > Changin ‘/’4ftﬁzé way we think about our students’ education
““Resultifig in a change of philosophy from
Curficula that is based on our view of what a student should
becéme — a curriculum that is often rigid, highly structured,
mandated, with few choices
OR
*  Curricula that is based on a philosophy of allowing students to
became the musician they aspire to become — a curriculum
allows for choice, tailoring, enhancement and enrichment,

&tudents use technology to learn. This view recognizes that
- kiIIs are much more diverse and fluid than perhaps
jously the case.
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ve we come in the last 10 years?
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One farther key point
" oI
 The naturg of learning will change:
 from atontent driven emphasis on learning ‘facts’ to
more open ended, fluid, situational and experiential
forms of learning

«  PathwaVs will be more varied between and within

disciplines




Where have we come in the last 10 years?

iy

music we are seeing what it means to
| 1strument and how music

........







