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Abstract  

 In a changing arts world that demands more from artists seeking sustainable careers, 

teaching artistry is an avenue for highly qualified performers that combines educational work 

and community engagement (largely within the structures of arts organizations).  A brief 

literature review examines teaching artistry as a field while the sections that follow consider 

specifically music teaching artistry in relation to music education and organizational studies.  

Interviews with four leaders in the arts from the University of Michigan, Cadenza Artists, the 

Detroit Symphony Orchestra, and the Sphinx Organization offer insight into careers in and the 

realities of an ever-evolving performing arts world.   
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Introduction 
 

In today’s art world, arts organizations connect with their communities through 

educational and outreach programs that are often ancillary to their focal artistic endeavors.  For 

example, the Houston Symphony’s mission is “to inspire and engage a large and diverse 

audience in Greater Houston and beyond through exceptional orchestral and non-orchestral 

performances, educational programs and community activities” (Houston Symphony, 2016).  

Dean Dworkin at our own University of Michigan School of Music, Theatre & Dance plans to 

make the School “the most relevant school of the performing arts in the world” (p. 4).  Like 

much of today’s business leadership, arts organizations and artists are also seeking relevance, 

purpose, and holistic impact in and through their work.  The days have passed in which an 

organization can thrive by only producing great products; it must now consider, in addition, the 

impact of its products on individuals, society, and organizational culture.  Tom’s Shoes and 

Google are examples of organizations with successful products whose public image and 

influence encompass more than just shoes and software.  Similarly, the New York Philharmonic 

now travels to Ann Arbor not just to perform at Hill Auditorium, but also to march the football 

game halftime show and visit Ann Arbor Public Schools.  Educational and community outreach 

programs help demonstrate the relevance and value that art and arts organizations bring to 

communities to fulfill needs, which may also help expand audiences, increase interest, invest and 

grow younger generations, and generate fundraising opportunities.    

Many key players in arts organizations are highly trained performers who sought 

administration and organizational work as a more stable career choice within the industry.  

Infrastructure is attractive to financially struggling freelance musicians competing for limited 

contract jobs in a saturated market.  Many musicians are willing to incorporate educational work 
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into their performance schedules, but are not certified or committed to classroom music teaching.  

Teaching artists, as defined by the “Father” of the teaching artist field Booth (2009) were those 

who chose “to include artfully educating others, beyond teaching the technique of the art form, 

as an active part of a career” (p. 3).  They are significant contributors to many arts organizations.  

These are the musicians who visit school classrooms, give assemblies and pre/post-concert 

workshops, and perform and present at hospitals and to service organizations.  They actively 

carry out the educational work of arts organizations that administrators put in place, and do so 

with exceptional artistic skill while also connecting and collaborating with students, teachers, 

and sometimes unconventional audiences.  Teaching artist work is becoming more common 

among young musicians breaking into today’s industry and some large arts organizations 

including the Kennedy Center and the New York Philharmonic house teaching artist programs.   

Although teaching artists have been a part of the educational system for nearly 100 years 

(Booth, 2010, para. 11), teaching artistry as a field is fairly recent, but quickly growing as more 

artists search for diverse and unconventional freelance opportunities as part of their self-curated 

careers.  The field of teaching artistry transcends the full spectrum of the arts including theater, 

dance, creative writing, and visual arts, but this paper will focus on music teaching artists.  I 

came upon this topic as a violinist nearing graduation and realizing that the majority of 

employment opportunities in my field required skills other than mastery of the instrument.  I had 

known for years that I needed to do more than play the violin and therefore, pursued additional 

degrees in music education and organizational studies.  However, many of my peers are realizing 

that even performance-based positions and freelancing require competence in marketing, 

entrepreneurship, legal and financial basics, technology, networking and public speaking.  Our 

reality facing down a music career contrasts that of our professors and mentors who entered the 
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field forty years ago.  According to Friend (2011), former concertmaster of the New York 

Philharmonic, London Symphony, and BBC Orchestra, music colleges accept too many students 

for the amount of available career opportunities (para. 1).  He wrote that students deemed 

‘Exceptional’ and ‘Highly Gifted’ (i.e., who are already concertizing before they reach 

university) are the ones who are guaranteed performance-based careers (para. 1).  The rest, who 

may be strong musicians but uncompetitive on the international stage, will have difficulty 

securing the limited full-time performance jobs and will supplement their career by teaching, 

administering, working part-time outside of the field, or playing gigs outside of their specific 

training (e.g., pops music, weddings, etc.).  Like arts organizations, the great players, even the 

‘Exceptional’ players, often seek variety in their careers--a sense of purpose, to interact with 

others, and do more than just perform.  Teaching artistry provides an opportunity for a portfolio 

career of performing, teaching, and impacting communities through the arts.  In the Silk Road 

Ensemble’s recent documentary, The Music of Strangers, cellist Yo-Yo Ma speaks to the artist’s 

need to seek evolution and deeper meaning through music (Neville, 2016).  He formed the Silk 

Road Ensemble in an effort to bring musicians together, strangers, from different countries, 

languages, and cultures.  He did this because mastering the cello eventually was not enough for 

him, but using his creative musicianship to develop something new--a melding of cultures that 

elevated and unified them was more satisfying.  

Business administrators and educators see teaching artistry from different perspectives.  

Organizationally, this is highly effective and lean.  It is essentially outsourcing: hire a few 

outstanding and personable musicians to do a job, establish a basic structure, spend little on 

training, send a check when the job is done, and call when the next opening arises.  From a music 

educator’s view, this is highly complex and controversial.  The assumption is that great 
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musicians are competent teachers, which is often not the case.  Teaching artists find themselves 

in difficult teaching situations with limited experience in classroom management, educational 

sequence, human psychology, or learning styles.  After four years of music education study at 

one of the country’s top universities, I still feel underprepared as a student teacher in the Ann 

Arbor Public Schools.  Despite college degrees and arts-related experience, non-educators are 

underprepared for the complexities of classroom teaching especially in underserved communities 

and/or with students of differing ethnic and socioeconomic backgrounds.  Certified music 

teachers are equipped with the appropriate training and experience to engage in effective 

classroom learning.  However, I argue that teaching artists, performers, educators, and 

administrators can learn and develop the skills to teach effectively in varied contexts and with 

myriad students.  Equipping employees within arts organizations to do so better ensures our 

work is impactful and successful for students, teachers, organizations, communities, and the art 

world.  Weinzweig (2016), co-founder of Ann Arbor’s iconic Zingerman’s Community of 

Businesses, said in his book, A Lapsed Anarchist’s Approach to the Power of Beliefs in Business, 

“One of my core beliefs, it turns out, is that if I study hard enough, I can learn a lot about almost 

anything, and that what I learn will then significantly enhance the quality of my life and work” 

(p. 37).  

This paper will begin with an overview of teaching artistry prior to examining the subject 

in relation to music education and organizational studies.  These sections of literature review are 

followed by an analysis of interviews with four leaders in the arts world.  A final section will 

outline proposed resources for music teaching artists seeking further training and/or professional 

development materials in education and/or organizational settings.  The interview transcripts are 

included in Appendix B.  
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An Overview: The Field of Teaching Artistry 
 

It can be argued that the work of teaching artists began 40,000 years ago with the cave 

painters (Booth, 2010, para. 4) or that the field of teaching artistry is still in infancy.  In my 

research, I have not found an in-depth scholarly work, which outlines the full history of teaching 

artistry.  However, I begin this overview by sharing what I have found about the history.  Booth 

is the most respected voice in the field and as previously mentioned, is considered the “Father” 

of teaching artistry.  The majority of sources on the subject are by Booth, which makes research 

in this field inherently biased.  Because his work is well regarded in many facets of the arts and 

by myriad arts leaders, I propose that the sources referred to in this paper do accurately represent 

the subject and field.  In this section, I will define the term teaching artist, provide insight into 

the evolution and efficacy of the field, discuss current research, and highlight organizations 

doing exemplary work with teaching artists.   

Booth’s (2009) revolutionary work, The Music Teaching Artist’s Bible: Becoming a 

Virtuoso Educator began, “There is no consensus definition of teaching artist in the evolving 

field of arts education.  Part of me hopes there will never be a consensus definition for a practice 

so varied and dynamic” (p. 3).  He continued, “We still live in a time when you are a teaching 

artist if you say you are” (p. 3).  The Arts in Education program at the Harvard Graduate School 

of Education runs a series and blog called Continuing the Conversation (CtC) “to promote and 

advance dialogue in order to identify and work on urgent issues in the Arts in Education sector 

and to inspire those involved to lead and create change in this sector and beyond through 

expanding the place of the arts in education and in society” (2016, para. 1).  This resource 

provides a platform for many teaching artists and arts educators to discuss pertinent topics.  

Kavanakudiyil (2016), a teaching artist and arts education consultant at The City College of New 
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York, shared four popular definitions of teaching artists in her CtC blog post, “Redefining the 

Teaching Artist: the Marriage of Pedagogy and Artistry”: 

● A teaching artist is a practicing professional artist with the complementary skills, 

curiosities and sensibilities of an educator, who can effectively engage a wide range of 

people in learning experiences in, through, and about the arts. (Booth, 2010, para. 3) 

● Teaching Artists are distinguished from those who dedicate most of their time to teaching 

the arts in school and are licensed teachers, and from master-teachers who share specific 

knowledge and techniques from their own work in a limited workshop-type environment.  

Teaching artists in education are expected to work as artists as well as invest themselves 

in the creation and implementation of projects in collaboration with other teachers or 

educational staff. (McKean, 2006) 

● Artists who teach. Teaching with great artistry. Teaching about art or through art or using 

art to teach, explore and/or reflect on non-art topics.  All of these descriptions could 

apply to the definition of Teaching Artists.  Therefore we contend that to have purpose 

and credibility a Teaching Artist should experience and be knowledgeable about both 

teaching and art. (Dawson & Kelin, 2014) 

● Teaching artistry is a practice, requiring dedication and belief in the transformational 

power of art. (Wiggins, 2013) 

Kavanakudiyil (2016) concluded, “In all of these definitions I notice a requirement of mastery of 

the art form, inquiry based practices, and a sense of needing to be distinguished separately from a 

teacher” (para. 5).  My sense about these definitions is twofold.  On one hand, defining art and/or 

the everyday work of an artist will always be complicated because art means many things to 

many people.  Alternately, artists tend to over-complicate things.  I appreciate Dawson and 
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Kelin’s succinct perspective; teaching artists are “artists who teach.  Teaching with great artistry” 

(Kavanakudiyil, 2016, para. 4).  In this vein, it seems appropriate to include the etymological 

perspective: 

The word art comes from an Indo-European root meaning, “to put things together,” and 

the word teach comes from the Greek meaning “to show.”  So, the term teaching artist is 

born of two verbs (appropriately, since the work of a teaching artist is more about 

creation than information) and might be said to mean, “one who shows how to put things 

together.” (Booth, 2009, p. 17) 

According to Booth (2009), there were “two additional definitions of a teaching artist that 

resonate: 1.  A teaching artist is the model of the twenty-first-century artist, and simultaneously, 

a model for high-engagement learning in education.  2. A teaching artist is the future of art in 

America” (p. 4).  There are many working definitions of a teaching artist due to the variety of 

work among the artistic disciplines (music, theater, dance), in various contexts and structures, 

and include content that is frequently self-curated by the artist.  My sense is that the field may 

benefit from a more unified elevator pitch, but I appreciate the mindful approach towards 

defining such a dynamic line of work.  In this paper and for clarity’s sake, I propose this 

definition: a teaching artist is an artist who actively curates a varied career in the arts by 

performing, teaching, and communicating the values and ideals of his or her art form to others.  

 As a violinist, I carry a personal responsibility to preserve and share my art form with 

diverse audiences and younger generations.  This charge was and continues to be demonstrated 

by my teachers who exude such pride in the violinistic history and practice given to them by 

their teachers.  My first violin teacher created a violinistic ‘tree’ that traced back her teacher 

lineage to Baroque violinist and composer, Arcangelo Corelli, who lived from 1653 - 1713.  My 
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current professor at the University of Michigan is a history expert and has connected the key 

players in violin pedagogy through the centuries, which include various Schools of Violin 

Playing: Russian, German, French, and American.  It is amazing and inspiring to me that my 

teachers have studied with the legends of these traditions or are just one or two removed in the 

lineage.  All art survives because it is passed down and doing so, creates history and elevates 

culture.  Historically, it could be argued that every artist must be a teaching artist in some 

capacity so that the art form, whatever it may be, survives.  This perspective is valuable; 

however, the type of teaching artists who are identifying with the title today are connecting with 

a broader network of people rather than a few promising pupils or small communities.  Today’s 

network includes school children, community programs, service organizations, hospitals, and 

prisons among other diverse and unconventional audiences.   

 The efficacy of teaching artists is not often assessed or measured; however, it could be by 

surveying a sampling about a musical performance or interaction that impacted them at a young 

age.  It reminds me of the question: “who was your favorite teacher and why?”  The first person 

that comes to mind for me is the teacher who challenged me, inspired me, and made me feel like 

I could make a difference.  Poet Maya Angelou said, “I've learned that people will forget what 

you said, people will forget what you did, but people will never forget how you made them feel.”  

As musicians, we are fortunate that our medium acts as a catalyst for feeling in our audiences.  

Music moves, heals, soothes, disrupts, triggers, and unifies.  Because of this, music teaching 

artists are set up well to do effective work; conversely, Booth (2009) suggested, “Music teaching 

artists are the most in demand and hardest to find.  Teaching artistry is the most challenging to 

develop in music partly because it is so opposed to the predominant ways the artists have been 

trained for so long and partly because it confronts traditions of the discipline” (p. 14-15).  This is 
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a critical issue.  In classical music especially, the level of expertise required to be competitive for 

prestigious performance opportunities is enormously high.  Gladwell’s (2008) 10,000-hour rule 

(p. 47) is about what it takes for the average musician to reach a competitive high school level.  

From there, it takes years of intense, consistent, and perfect practicing to reach the international 

level except for the few young prodigies who reach stardom in childhood or adolescence.  The 

amount of solitude spent practicing coupled with the competitive nature of the art form creates 

highly competent musicians who are often incompetent in other areas because they have not 

developed necessary social and life skills.  This cycle can lead to burnout or to amazing projects 

like Ma’s Silk Road Ensemble, which came from a sense of needing to do something beyond 

playing the instrument.   

In teaching, for better or worse, the content is not always the major focus of the lesson.  

But like Angelou’s quote, the real learning comes from the lessons that are woven through the 

content--how to survive and thrive as a human being in a complex world.  Booth (2009) shared, 

“We teach by example…I believe that 80% of what we teach is who we are, and like it or not, 

our example in the world teaches people what it means to be a musician.  And for the sake of our 

art form, I hope you teach as artfully as you perform” (p. 3-4).  Teaching artists tend to be most 

effective when they successfully create a learning space that allows for open communication 

between artist and student, that engages appropriately and mindfully with the audience at hand, 

and that creates an empathetic atmosphere allowing all parties to feel the music.   

 In terms of current research in teaching artistry, Booth again is the most referenced and 

relied upon author.  However, the National Opinion Research Center (NORC) at the University 

of Chicago released a September 2011 study that focused on “Teaching Artists and the Future of 

Education,” and acts as the first comprehensive research study on teaching artists and their work.  
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The study surveyed and interviewed teaching artists in twelve community arts schools and 

centers around the country to gain insight into the current climate of arts education through the 

eyes of teaching artists, students, schools, and arts organizations.  The study makes 

recommendations to improve arts education by creating a more sustainable teaching artist field 

and by advocating for arts education policy.  Key findings from the study suggested: 

● This is an important time for arts education in our country as values like creativity and 

innovation become more broadly understood as essential purposes of education. 

● Teaching artists’ teaching strategies are aligned with what experts agree are the principles 

of good teaching and learning, which focus on three core principles: student-centric, 

cognitive, and social learning.  

● Teaching artists are an abundant but underdeveloped resource. (Rabkin, Reynolds, 

Hedberg, & Shelby, 2011, p. 191) 

In summary, we need to increase demand for arts education, to improve conditions and create 

more infrastructure for teaching artists through strategic planning, and to invest in professional 

development opportunities that may ensure longevity of the field (p. 192).  Teaching artists have 

joined together to form professional organizations such as the Association of Teaching Artists 

and the Teaching Artists Guild, which both have active website presences.  There is a peer-

reviewed professional journal, the Teaching Artists Journal, based at the Columbia College of 

Chicago and in 2012, an international teaching artist conference was held in Oslo, Norway 

(Booth, 2012, para. 1).  From my research, the field gained momentum in the early 2000s and 

now seems to have leveled off.  Despite this, the John F. Kennedy Center for the Performing 

Arts, the New York Philharmonic, and Community MusicWorks in Providence, Rhode Island are 

carrying the torch for teaching artist work.  They are doing so by including it in their 
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organizational structures and investing in training and evaluation for their teaching artists as well 

as providing professional development opportunities to teaching artists outside of their respective 

organizations.  For example, the New York Philharmonic and University Musical Society will 

present, in partnership, the Philharmonic’s approach to teaching artist training at the University 

of Michigan School of Music, Theatre & Dance in January 2017. 

 
Music Teaching Artistry and Music Education 

 
My degrees will be in music education and organizational studies, and it was important to 

me to choose a thesis topic that could combine these two seemingly unrelated fields.  So often, I 

am asked why I pursued these areas.  Weinzweig told me many times that he thinks creativity 

occurs when two unrelated things come together to create something novel and innovative.  For 

Zingerman’s, those two things are great sandwiches and intentional customer service.  For me, 

the combination of music education and arts organizations points to teaching artistry.  This 

section will discuss the intersection of music teaching artistry and music education in terms of 

training and preparedness, public school systems, and approaches to arts curricula. 

To music educators, teaching artistry can be controversial.  Imagine if you were highly 

skilled in your job position with the appropriate certifications and requirements to practice your 

work.  An external person comes into your workspace without these credentials, is brilliantly 

talented, and gives a presentation exuding dramatic confidence that creates huge impact.  The 

person leaves never to return again.  In this scenario, the external person receives the glory for a 

great performance, but has not endured the necessary grunt work or daily grind that you have.  

This is not a ubiquitous perspective of full-time music educators, but is a valid example.  In 

music education, teaching certification is taken seriously and with good reason.  Teaching is a 

difficult profession and arguably, among the most important lines of work in society.  
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Developing the next generation cannot be taken lightly.  Success in the classroom takes years of 

preparation and experience, which future teachers ready themselves for by studying educational 

sequence, teaching strategies, human development, lesson and curriculum planning, and through 

the student teaching component of most education degrees.  It is understandable that music 

educators have concerns about teaching artists in teaching roles without this groundwork.  This is 

a difficult position for many new teaching artists seeking experience because there is disconnect 

between one’s ability in his or her content area (e.g., violin playing) and his or her ability to 

effectively teach that content area to others.  It is incorrect to presume that experts in a content 

area are automatically able teachers.  However, musicians tend to be dedicated and disciplined 

people who can accomplish much with useful training and resources.  As previously mentioned, I 

propose that musicians with the proper training and resources can quickly develop the skillset 

necessary to be excellent teaching artists in a variety of contexts.  

The American public school system is a context where one expects to see teaching artists 

during or after school.  Booth (2010) explained in The History of Teaching Artistry: Where we 

come from, are, and are heading: 

Artists have always visited schools, before and after the arts began to appear in the 

common public school curriculum after the turn into the 20th century.  Throughout the 

20th century, artists have been valued for providing schools with enrichment experiences, 

and were also seen as introducing career options, as firemen and doctors making 

elementary school appearances did. (para. 11) 

In the 1970s, the recently formed National Endowment for the Arts launched the Artists-in-

Schools Program (Booth, 2010, para. 11), which was among the first platforms for encouraging 

the professional role of artists in schools apart from full-time specialist teachers.  Teaching 
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artistry has evolved over the years due to fluctuations in funding, curriculum, and government 

standards for school arts programs.  However, arts integrated curricula and STEAM (Science, 

Technology, Engineering, Arts, and Math) education models have drawn attention to arts 

education.  Arts integration is an approach to arts education that couples the arts with other 

subject areas like math and reading.  The John F. Kennedy Center for the Performing Arts (2015) 

defined arts integration as, “an approach to teaching in which students construct and demonstrate 

understanding through an art form.  Students engage in a creative process which connects an art 

form to another subject area and meets evolving objectives in both” (p. 1-5).   This is a popular 

argument for arts education that administrators and policy makers like to hear and is supported 

by studies like a Mississippi State University (2013) report that connected effective arts 

integration practices with lessening achievement gaps in economically disadvantaged youth 

(para. 1).   

Arts integration is a valuable ingredient of arts education because it helps make an 

argument for relevance, which is one of the most salient buzzwords in the arts.  It is crucial that 

artists, teachers, and administrators can make an argument to non-artists that what they do is 

important and relevant to individuals and society.  As a business-minded person, I understand 

and appreciate this perspective--it is as simple as knowing your customer.  However, the danger 

in this is the premise that the arts are only valuable because it may support other subject areas.  

Art for art’s own sake is the other side of this coin.   

 The art for art’s sake argument highlights that arts education is important because art has 

value in and of itself.  In music education, this mindset promotes that learning music, playing an 

instrument or singing deserves a place and support in our educational system because 

experiencing music is valuable.  In the Ann Arbor Public Schools, every fifth grade student is 
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enrolled in general music, band, orchestra, or choir programs because the school system 

understands the importance of music in the lives of young children.  The art for art’s sake 

perspective is actually at the forefront of most musicians’ minds in terms of why they play their 

instrument or use their voice.  To quote myriad geniuses on the topic, from Shakespeare’s 

Twelfth Night, “If music be the food of love, play on;” Plato’s words, “Music is a moral law.  It 

gives soul to the universe, wings to the mind, flight to the imagination, and charm and gaiety to 

life and to everything;” Martin Luther, “Next to the Word of God, the noble art of music is the 

greatest treasure in the world;” and Beethoven, “Music is a higher revelation than all wisdom and 

philosophy.”  To learn music is a gift that every child should be granted because music will bring 

joy, a language, and a way of communicating with others and oneself that is a precious gift.  As a 

musician who experiences the transforming power of music in my life, I understand and 

advocate for this perspective, too.  Clearly, the duality of both arts integration and art for art’s 

sake is key to augmenting the success of arts education. 

 Like most things in life, the answers are not in the extremes and myriad perspectives are 

valid and deserve consideration.  Since earning a music education degree, I think teacher training 

is essential.  Four years ago prior to my music education degree, I thought differently.  I would 

have felt that as a well-rounded, intelligent, and personable college student, I could be successful 

in a classroom without formal training.  Yet, now as I actually do that work as a student teacher, 

I see the intricacies and nuances that promote breadth and depth of learning.  The goals of 

certified music teachers to provide sequential music instruction over months and/or years 

contrasts the goals of music teaching artists to provide short ‘enrichment’ or workshop-type 

activities.  Teaching artists bring new insight and an unrepeatable level of performance and 

expertise that is inspiring and uplifting to students.  Many teaching artists do have formalized 
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training in education and/or are skilled in working with students in these contexts.  However, the 

issue becomes when teaching artists are underprepared to do this work (which usually stems 

from instances where teaching artists misjudged the skillset necessary for effective teaching in 

schools) or when school administrators confuse the work of teaching artists (enrichment) with 

certified music educators (sequential arts education). 

 
Music Teaching Artistry and Organizations 

 
Organizations, groups of people working towards a shared purpose, are the heartbeat of 

the economy, of society, and culture.  Organizations of any size hold tremendous responsibility.  

They can either facilitate or destroy great work, great lives, and/or great communities.  When I 

committed to the University of Michigan, I wanted to work at Zingerman’s, an organization I 

knew was carrying out great work inside and outside its doors.  Five years later, my experiences 

as a Zingerman’s employee and customer have taught me the power of networking and 

communication, personal visioning, and effective employee training.  It provided the skills to be 

competitive in the Organizational Studies program and to formulate a plan for what I wanted to 

do with my life--to combine the things I love: music, people, and hard work with a purpose to 

better the future of the arts.  The foreword of co-founder Weinzweig’s book, A Lapsed 

Anarchist’s Approach to the Power of Beliefs in Business, was written by Steele (2016) and 

outlined the Zingerman’s approach:  

How do you make something immaterial like an idea or a dream into a reality?  I don’t 

mean just any idea.  I mean those ideas that are important to you, that seem to grow out 

of who you are, ideas that could set your life path.  How do you make that kind of an idea 

a material reality?   
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All of us would like to know.  If you read this book, you will find a case study of 

just how to make it happen: the creation of Zingerman’s Community of Businesses.  And 

more than that, you will find a deeply thoughtful attempt to spell out the thinking and 

practices needed to accomplish a dream — in this case, a Community of Businesses that 

enriches an entire community, including the lives of its employees.  This is Weinzweig’s 

fourth book about the principles and strategies behind Zingerman’s and is, perhaps, his 

deepest on the subject.  Its focus is on the relationship between belief and action, the role 

our beliefs play in enabling or frustrating our dreams, in clarifying or confusing how we 

achieve our goals, and in shaping the nature of our relationships.  (p. 31) 

This relates to teaching artistry because there is overlap between the arts and business worlds.  

Skills developed by activities in the arts, like creativity and innovation, are buzzwords in today’s 

business curriculum.  Skills relevant to organizational practice, like entrepreneurship and 

networking, are vital to survival in today’s art world.  Former United States Secretary of 

Education Duncan said, “Education in the arts is more important than ever.  In the global 

economy, creativity is essential.  Today’s workers need more than just skills and knowledge to 

be productive and innovative participants in the workforce…The best way to foster that 

creativity is through arts education” (Rabkin, Reynolds, Hedberg, & Shelby, 2011, p. 190).  The 

intersection between business and the arts has potential, but lacks a collaborative mindset and 

level of communication.  This divide between administration and musicians is exemplified by the 

strikes and bankruptcies that have plagued professional orchestras like Detroit, Philadelphia, and 

Pittsburgh.  This does not provide a stable organizational foundation to present quality artistic 

products or to build impactful education and community programs.  In this section, I argue that 

principles of positive organizational scholarship may help improve the systems and culture of 
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arts organizations and in doing so, improve the environments in which many teaching artists are 

based.  

Mindset in individuals and organizations can be taught, developed and can dramatically 

impact an organization’s culture and bottom line.  Similar to the way that positive psychology 

studies the impact of goodness and meaning on the brain, Positive Organizational Scholarship 

(POS) applies similar notions to the study of organizations.  The University of Michigan Ross 

School of Businesses is home to the Center for Positive Organizations, a leading POS research 

center.  In the introduction to Positive Organizational Scholarship, Cameron, Dutton, and Quinn 

(2003) explained, “POS is concerned primarily with the study of especially positive outcomes, 

processes, and attributes of organizations and their members…it focuses on dynamics that are 

typically described by words such as excellence, thriving, flourishing, abundance, resilience, or 

virtuousness” (p. 3).  The Center for Positive Organizations (2016) website highlights: 

The study and perspective of Positive Organizational Scholarship is committed to 

revealing and nurturing the highest level of human potential, and it strives to answer 

questions like: What makes employees feel like they’re thriving?  How can I bring my 

organization through difficult times stronger than before?  What creates the positive 

energy a team needs to be successful? (para. 1) 

Many artists seek a mindset of empathy, compassion, and conversation through the medium of 

the arts.  Many business people and administrators seek empowerment to be their best selves and 

to better the organization.  This combination of empathy, compassion, communication, and 

empowerment for individuals and the organizational whole can help bridge the gap between 

musicians and administrators.  Consistent implementation of the following POS-related 

practices, High-Quality Connections (HQCs), Intentional Energetic Presence (IEP), and 
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visioning may help create more “generative business settings and act as catalysts in the discovery 

of human potential” (Center for Positive Organizations, 2016, para. 2). 

The POS umbrella is broad and includes greater breadth and depth than I will explore in 

this paper.  The practice of High-Quality Connections refers to the ways that individuals and 

teams interact.  According to Dutton (2013), they are “the connections that ‘light you up.’  They 

can even be a short term interaction or conversation with someone where you have this 

experience of enhanced energy and a sense of vitality.”  Engaging in HQCs requires simple input 

and offers profound results.  The simple input may begin with a more mindful approach to daily 

interactions like listening attentively to a coworker, limiting phone use in conversation, or 

remembering a new colleague’s name and taking the time to learn something about them.  In the 

teaching artist literature, Booth (2009) suggested, “80% of what we teach is who we are” (p. 3-

4).  We want our students to be attentive during and inspired by our lessons.  In business, we 

want to leave meetings or phone calls feeling more energized than when they began.  A teaching 

artist can strive to create HQCs with his or her students, administrators, and co-operating 

teachers (if in a school setting).  By engaging in HQCs with all three parties, the students are 

drawn to you, administrators are acknowledged, and cooperating teachers feel like you take care 

with their students and the school environment.   

 In terms of energy, Cavanaugh (2016) created the Intentional Energetic Presence (IEP) 

method, which outlined four types of energy: physical/environmental, emotional/mental, 

relational, and vibrational.  The first three are common: physical energy is how your body feels, 

emotional energy is focused internally, and relational energy is indicative of how you interact 

with others.  The less common type, vibrational energy, is the perception others have of your 

energy.  We can all improve our energy by realizing where are and then choosing to embody a 
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new energy, which Cavanaugh (2016) called “rebooting your presence.”  Zingerman’s developed 

a four-step process to help employees gain agency over their energy: 1. Read it - with a quick 

body scan of physical, emotional, relational, and vibrational energy levels, 2. Vision it - where 

would I like them to be? 3. Manage it - “reboot” or make it happen, 4. Repeat it (Weinzweig, p. 

543).  Most teachers have already mastered this because they have to be “on” throughout the 

school day.  Taking control of and responsibility for your energy can positively contribute to 

being your best self and bringing good energy to your work and workplace.  

Visioning is more tangible than HQCs or energy practices.  Visioning is the process of 

determining what one’s life (in part or whole) or an organization will look like at a time in the 

future.  Vision statements are common in organizations, but are also relevant to personal lives 

and/or career trajectories.  A clear and concise vision can help identify purpose and create a 

fulfilling plan for the future, which is crucial when a Gallup (2015) poll reported that only 32% 

of U.S. workers are engaged at work (para. 1).  Similarly, Dean Tucker (2008) in Using the 

Power of Purpose, cited data from a Harris Poll, and of those surveyed: “only 37 percent of 

employees clearly knew the company’s goals; only 20 percent were enthusiastic about those 

goals; only 20 percent saw how they could support those goals; only 15 percent felt like they 

were enabled to work toward the goals; and only 20 percent fully trusted the company that 

employed them” (p. 111).  Weinzweig (2012) related these statistics to a football team in his 

article, “Creating Good Energy.”  Of the eleven players on the field: “only four know which goal 

they’re going toward; even more depressing, only two of them care; only two know which 

position they’re supposed to be playing when they get on the field; only two team members 

believe that their efforts on the field could make a difference; and all but two players would be 

just as likely to be rooting for the other team as their own” (para. 10).  These statistics highlight 
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the need for visioning and purpose in the workplace to answer the questions, “Why am I here? 

What is my value? How do my values align with my work?”  For teaching artists who may be 

working with a variety of organizations in addition to performance and freelance work, visioning 

can help keep a career moving forward rather than becoming stagnant.  It can also help to 

identify when one project or career aspect begins to overshadow or obstruct other opportunities.   

To begin the visioning process, choose a date in the future and write constantly for fifteen 

minutes about what you want a particular part of your life or career to look like on that future 

date.  Stop the clock after fifteen minutes and read through to identify key themes.  When I 

practice this process, I often discover that I knew what the end goal might look like, and it was a 

matter of uncovering how to get from point A to B.  Although the process sounds simple and 

perhaps self-explanatory, it is surprising how many people are terrified to do this or are 

struggling to determine how to create and achieve goals.  In organizations, investing in people 

and providing opportunities for growth is imperative for talent retention.  Teaching artistry is not 

an undergraduate degree option at conservatories or universities, but more performing arts 

schools are considering how to better prepare their students for portfolio careers.  For post-

graduates, the Kennedy Center, the New York Philharmonic, and Community MusicWorks in 

Providence, RI have begun to offer professional development opportunities for aspiring teaching 

artists.  It is my hope that more performing arts schools and arts organizations will formulate 

effective training resources and professional development opportunities to better prepare new 

teaching artists for successes in the classroom, as employees of organizations, as artists, and as 

well-rounded human beings.  
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Interviews 
 
Sampling 
 
For this project, I chose to collect qualitative data by interviewing four leaders in the field.  I 

chose these individuals because they represent the diversity of the industry.  They include a dean 

in higher education, an arts consultant, a community engagement specialist, and an education 

administrator.  All interviewees are also trained performers and have portfolio careers in the arts 

(i.e., performing, educating, administrating, etc.).  

 

Name Professional Affiliation 

Aaron P. Dworkin Dean, University of Michigan School of Music, Theatre & 
Dance and  
Founder, Sphinx Organization (MI) 

Jennifer Rosenfeld CEO, iCadenza and President &  
Principal Manager, Cadenza Artists (CA) 

Caen Thomason-Redus Director for Community Engagement and Learning, Detroit 
Symphony Orchestra (MI) 

Xavier Verna Director of Education, Sphinx Organization (MI) 

 
Development of Interview Protocol 
 
Each interview was between 25-35 minutes long and covered four to six prepared questions.  

Each interviewee was briefed by e-mail about the project goals, but was not presented with 

questions until the interview.  When designing questions, I considered the micro and macro 

views of arts organizations and/or education and the overall industry.  Some questions were 

broad to allow for free flowing conversation.  

See Appendix A for interview questions and Appendix B for interview transcripts.  
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Procedure 

The procedure was similar for each interview.  I contacted each person explaining the thesis 

topic and asked if they would grant me an interview.  I was fortunate that all of my first-choice 

candidates were willing and available.  After scheduling a time in person or on the phone, I 

prepared questions and sent reminders prior to the interview.  Although I would have preferred to 

do all interviews in person, this was only possible for one.  All others occurred by phone.  I 

recorded and transcribed each interview and then reviewed the content for key themes, which are 

examined below.  

Analysis 

 The interview component of this project has been the most rewarding process.  I am 

grateful that these esteemed leaders were willing to share their time and insights with me.  

Although three of the four interviewees live and work in Michigan, I was also able to speak with 

Jennifer in California.  Since the arts is a ‘small world,’ and all of these leaders interact on the 

national scene, I propose that their perspectives and experiences are representative of a larger 

geographic sample.  

 My first interview was with Aaron Dworkin, Dean of the University of Michigan School 

of Music, Theatre & Dance; founder of the Sphinx Organization; and 2005 MacArthur Fellow.  

When asked about preparing for his career path, he commented, “A life in the performing arts 

may not be, ‘I chose to do this,’ but instead, that I have the skills, curiosity, and openness, which 

has prepared me for [career] opportunities that will present themselves.”  Some argue that career 

opportunities in the arts are dwindling, but he offers a contrasting perspective, “The professional 

world has evolved and opportunities do exist, but the way we approach preparation has not 

changed at many performing arts schools.”  There is resistance to changing the curriculum that is 
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similar to Booth’s (2009) point that the approach to teaching artistry almost contradicts the 

traditions of the art form (p. 14-15).  It comes down to relevance.  When asked why relevance is 

such a key issue that arts organizations and educational institutions may be missing (which 

supports that the preparation is outdated), Dworkin replied:   

Larry Page, CEO of Alphabet Inc. and Co-Founder of Google, has a wonderful quote: 

“You need to be a bit uncomfortable to stay relevant.”  Whether you’re in technology, 

medicine, construction, business, or the performing arts, if you don’t stay relevant you 

will become obsolete.  We have an interesting place in this story, because our history is 

so deeply rooted in Western culture.  Some think staying relevant means going away 

from the Western canon.  It is not that the Western canon must be lost, but instead, how 

do we articulate to ourselves and to others that it is relevant. 

The use of ‘articulate’ in his last sentence highlights one of the ways that the professional world 

has evolved in the 21st-century.  Now, audiences want to know why they should care, attend, 

support, and find meaning in the arts.  The 21st-century artist must be able to communicate why 

his or her art and his or her production of that art matters to each audience member and to greater 

society.  This mindful approach to artistic craft and performance is, by definition, applicable to 

teaching artists who, by Booth’s (2009) definition, are “artfully educating others, beyond 

teaching the technique of the art form” (p. 3).  Many teaching artists have already prepared 

themselves for this work because they recognize that what they do has value and therefore, is 

relevant and should be shared, taught, and communicated. 

 My first interaction with Jennifer Rosenfeld was listening to her and her co-founder 

present at the Chamber Music America National Conference last year.  These women are 

brilliant musicians and business people who just released their first book, Awakening your 
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Business Brain: An iCadenza Guide to Launching your Music Career and run a successful 

professional development agency for emerging artists.  Rosenfeld is masterful at identifying the 

skills that may be holding back talented musicians from fulfilling their potential and achieving 

their goals.  She noted that at the beginning of their now seven-year-old company, “we began 

realizing just how underserved musicians are in terms of professional development and career 

skills.”  She spoke to the current professional climate that is heavily influenced by Social Media 

and the Internet:   

This is a great opportunity, but can also be very challenging because artists have to take 

on a whole new line of skills to create an audience and build a career.  In the past, there 

was more hunger for classical music.  It is crucial to own the fact that the job description 

of being a musician today is so much more than just practice and performance – it’s 

really being an entrepreneur and a business person, managing different lines of your 

career and growing them. 

This can be intimidating for artists who feel either unprepared for this work or incapable of these 

skills.  Yet, there can be as simple a starting point as communication.  She suggested, “building 

bridges with others, getting to know people, networking...whatever you want to call it” are 

among the most valuable skills that every artist must master.  In a fully-connected world, 

working with others is inevitable.  Mastering the art of collaboration will pay back tenfold.  

 Both Caen Thomason-Redus and Xavier Verna speak so brilliantly about the issue of 

access to arts education, which is at the core of their work in Detroit-based arts organizations.  

Thomason-Redus, Director of Community Engagement and Learning at the Detroit Symphony 

Orchestra, highlighted the challenges he sees arts organizations face: We must be “able to make 

a convincing case for art for art’s sake--that the arts in and of itself are a critical aspect of and to 
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society that need to be embraced and supported.”  Access is often the issue.  Not that audiences 

do not view art as meaningful or important, but because many have not had the opportunity to 

experiences art in this way.  Thomason-Redus continued, “Musical performance can be relevant 

to any person, but we have to provide the opportunities for audiences to have that experience and 

create meaning from it.”  The DSO’s vision is to be the most accessible orchestra on the planet.  

They are working towards this vision by providing myriad educational and community programs 

in Detroit and its surrounding areas, which include but are not limited to youth ensembles, 

community partnerships, early childhood and adult programs, and diversity and inclusion 

initiatives.  Xavier Verna, Director of Education at the Sphinx Organization, began the interview 

with, “We [Sphinx] are at the forefront of social justice in the arts.”  He directs the Sphinx 

Overture program, which provides an instrument and group violin lessons to students in twelve 

schools between Detroit and Flint.  Referencing Overture in his interview, Dworkin said, “In 

Flint, where there is not clean water to drink, how do we articulate the value of putting a violin in 

a young person’s hands when we can’t even put clean water in their mouths?  It is imperative to 

know what the value of the organization is and how to convey it clearly and concisely to our 

communities.”  When I followed up with both Dworkin and Verna about how Sphinx justifies 

this statement, they spoke to the notion that no child should have to live on water alone and when 

water is unavailable they even more so deserve something else, something greater to know and 

love.  The arts can provide meaning to life even when circumstances are grim.  The work of the 

Sphinx and the DSO exemplifies the impact of the arts, when taught and administered 

effectively, in communities.  One can imagine the difference in context of working as a teaching 

artist in a well-resourced situation and then in an economically deprived urban situation where 

children may not have their basic needs met.  The teaching artist must be adaptable and 
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understand where their students (i.e., their audiences) come from.  As any teacher knows, it is 

never about you, but about the children.   

 I will conclude with a final quote from each interviewee that speaks to key issues of 

relevance, preparedness, communication, and contributing to the greater whole.  

 
Dworkin: “I realized the issue of relevance by talking with many people and asking, ‘why 

does what you do matter?’  The reality is...if people have to ask that question you 

probably aren’t doing an effective job making your case.” 

 
Rosenfeld: “My sense is that organizations need to communicate with their audiences 

instead of talking at them.  Maybe the audience craves a new programmatic idea, but the 

organization just hasn’t inquired.  The inquiry and impending conversation is crucial to 

staying relevant.” 

 
Thomason-Redus: “If you can only play the music than you can only be hired to play the 

music.  Then, you rely on everyone else required to make a performance happen so that 

you can make the music.  If you can articulate any aspect of what you do, why you do it 

or what is interesting about it then you can and are doing your own audience 

development, programming, and fundraising.” 

 
Verna: “If you can’t or don’t tailor what you are doing and what you are passionate about 

then you won’t have customers, audiences, or people that want to hire you.  The one skill 

to master is adaptability.  At Sphinx, we are always learning that we can’t get too 

comfortable with our decisions.  Sometimes things just don’t work out and you have to 

change or adjust quickly.  Nothing is ever easy, and we’re always working hard to stay 

relevant.” 
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Proposed Resources for Music Teaching Artists 

This section is a compilation of resources that arts organization could provide to teaching artists 

seeking further educational and/or organizational training. 

 
Arts Education Resources 
Practice and Passion 
Excellence in craft and passion for the arts is imperative in all arts-related work.  When teaching, 
lesson planning, and/or administrating, continue to grow in musicianship and love the music.   

• “Practice only on the days you eat!” - Dr. Shinichi Suzuki 
• “Teaching artistry is an art form. Learning the pedagogical skills to use with the art can 

take practice, commitment and dedication, but also there needs to be passion.”  
(Kavanakudiyil, 2016 para. 6) 

Curriculum 
The John F. Kennedy Center for the Performing Arts (2015) on well-rounded arts curriculum 
merges arts as curriculum (art for art’s sake), arts-enhanced curriculum, and arts-integrated 
curriculum (p. 1-3).  

 
Image retrieved from https://artsedge.kennedy-center.org/educators/how-to/arts-integration/what-is-arts-integration 
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Knowing your Learner 
Knowing your learner is synonymous with knowing your audience.  The first step is knowing 
yourself.  What social identities (race, class, religion) and biases do you have? How may might 
they compare or contract with those of potential students?  (The Cycle of Socialization graphic 
may help discern these.)  
 

 
Image retreived from http://jlburkhard.cikeys.com/uncategorized/intersecting-identities/ 
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Organizational Resources 
Energy 
Cavanaugh’s (2016) Intentional Energetic Presence (IEP) Method 

Four Types of Energy 
1. Physical/Environmental 
2. Mental/Emotional 
3. Vibrational 
4. Relational  

 
Zingerman’s 4-Step Energy Recipe 

For each of the energy types above 
1. Read it 
2. Vision it 
3. Manage it 
4. Repeat it (Weinzweig, p. 543) 

 
“Manage your energy, not your time.” (Schwartz & McCarthy, 2007) 

 
Culture & Systems 
Zingerman’s 3 Steps to Giving Great Service  

1. Find out what the customer (or other) would like. 
2. Get it for them, accurately, politely, and enthusiastically (if appropriate to the situation). 
3. Go the extra mile (always). (Weinzweig, p. 539, parentheticals by Kendrick) 

 
Zingerman’s Twelve Natural Laws of Business 

1. An inspiring, strategically sound vision leads the way to greatness (especially if you write 
it down!).  

2. You need to give customers really compelling reasons to buy from you.  
3. Without good finance, you fail. 
4. People do their best work when they’re part of a really great organization. 
5. If you want the staff to give great service to customers, the leaders have to give great 

service to the staff. 
6. If you want great performance from your staff, you have to give them clear expectations 

and training tools. 
7. Successful businesses do the things that others know they should do...but generally don’t.  
8. To get to greatness you’ve got to keep getting better all the time! 
9. Success means you get better problems. 
10. Whatever your strengths are, they will likely lead straight to your weaknesses. 
11. It generally takes a lot longer to make something great happen than people think. 
12. Great organizations are appreciative, and the people in them have more fun. (Weinzweig, 

p. 541-42) 
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Suggested Reading 
Eric Booth, The Music Teaching Artist’s Bible: Becoming a Virtuoso Educator 
Julia Cameron, The Artist’s Way: A Spiritual Path to Higher Creativity  
Hugh MacLeod, Ignore Everybody: and 39 Other Keys to Creativity 
Kerry Patterson, Joseph Greeny, Ron McMillan, & Al Switzler, Crucial Conversations: Tools 
for Talking when Stakes are High  
Jennifer Rosenfeld & Julia Torgovitskaya, Awakening your Business Brain: An iCadenza Guide 
to Launching your Music Career 
Victor J. Strecher, On Purpose: Lessons in LIfe and Health from the Frog, Dung Beetle, and 
Julia  
Ari Weinzweig, Zingerman’s Guide to Good Leading Series (Parts 1-4) 
Rosamund Stone Zander & Benjamin Zander, The Art of Possibility: Transforming Professional 
and Personal Life   
 
Suggested Media 
TED Talks 
Chimamanda Ngozi Adichie, The danger of a single story 
Amy Cuddy, Your body language shapes who you are 
Sarah Kay, If I should have a daughter… 
Sir Ken Robinson, Do schools kill creativity? 
 
Youtube 
Dan Pink, Drive: The surprising truth about what motivates us 
https://www.youtube.com/watch?v=u6XAPnuFjJc 
 
Suggested Professional Development Opportunities 
The Arts and Passion-Driven Learning Institute, Silk Road Ensemble & Harvard Graduate 
School of Education 
Boston, MA 
http://www.silkroadproject.org/posts/APL2015 
 
Creativity Ability Development Performance Workshop & Teacher Training 
Alice Kay Kanack School of Music, Inc. 
Rochester, NY 
http://www.kanackschoolofmusic.com 
 
Forbes Summit Group, Forbes  
International  
http://www.forbesconferences.com 
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Global Musician Workshop, Silk Road Ensemble & DePauw University  
Chicago, IL 
http://www.silkroadproject.org/posts/global-musician-workshop-2016 
 
Institute for Musicianship and Public Service, Community MusicWorks 
Providence, RI 
http://www.communitymusicworks.org 
 
Reputable Professional Organizations 
Association of Teaching Artists (ATA) 
http://www.teachingartists.com/ 
 
National Association for Music Education 
http://www.nafme.org/ 
 
National Guild for Community Arts Education 
http://www.nationalguild.org/ 
 
Teaching Artist Guild 
http://teachingartistsguild.org/ 
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Appendix A 
Interview Questions 

 
Interviewee: Aaron P. Dworkin, Dean, University of Michigan School of Music, Theatre & 

Dance (SMTD) 

1. Aaron, you began at the SMTD as a violin student and are now Dean.  What caused you 

to pursue a career path that, I assume, was different from many of your collegiate peers? 

2. Speaking more about arts organizations like the Sphinx Organization, but still applicable 

to educational institutions like SMTD: What pertinent challenges do these organizations 

currently face?  

3. In 5 years, will we still face these challenges? 

4. Since your appointment as Dean, we talk a lot at Michigan about the relevance of our 

work to our field of study, whatever that may be.  Why is relevance now such a key issue 

and when did you start to realize that relevance was what educational institutions may be 

missing? 

5. What one skill do you think every artist must master to be successful in their field of 

study? 

Interviewee: Jennifer Rosenfeld, CEO, iCadenza and President & Principal Manager, Cadenza 

Artists 

1. Jennifer, you are a trained musician and also pursued degrees in other areas.  What 

brought you back to the arts industry and how did you end up on your current career 

path? 

2. At iCadenza, you work with myriad artists who are looking to better prepare themselves 

for a career in today’s art world.  What are the pertinent challenges that artists face today 

that may be different from what they faced in the past? 
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3. You are the CEO and co-founder of an arts organization, what do you think arts 

organizations should be doing to stay relevant in today’s arts world? 

4. What one skill do you think every artist must master to be successful in their field of 
study or career industry? 

 
Interviewee: Caen Thomason-Redus, Director for Community Engagement and Learning, 

Detroit Symphony Orchestra 

1. Caen, you’re a trained musician, but have created a successful career in the arts that 

includes more than performing.  How did you end up on your current career path and 

does it align with what you thought you would do as a young musician? 

2. With your experience working and collaborating with a variety of arts organizations, 

what pertinent challenges do arts organizations currently face? 

3. In 5 years, will we still face these challenges? 

4. Can you share with me an overview or a slice of the community and learning programs 

going on at the Detroit Symphony Orchestra (DSO)? 

5. We hear a lot of talk about relevance in the arts.  Why is relevance now such a key issue 

and in what ways should arts organizations be evolving to stay relevant in today’s arts 

world? 

6. What one skill do you think every artist must master to be successful in their field of 

study? 

Interviewee: Xavier Verna, Director of Education, Sphinx Organization 

1. Xavier, you’re a trained musician, but have created a successful career in the arts that 

includes more than performing.  How did you end up on your current career path and 

does it align with what you thought you would be doing?  

2. What pertinent challenges do arts organizations currently face? 
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3. What role does education play at the Sphinx Organization and how does your background 

in music education inform the programs you direct? 

4. How do you hire teachers who work in your programs? 

5. What one skill do you think every artist must master to be successful in their field of 
study? 
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Appendix B 
Interview Transcripts 

 
Interviewee: Aaron P. Dworkin 
Dean, University of Michigan School of Music, Theatre & Dance 
Interviewer: Heather G. Kendrick  

 
Aaron, you began at the SMTD as a violin student and are now Dean.  What caused you to 
pursue a career path that, I assume, was different from many of your collegiate peers? 
I am hesitating because there are assumptions in your question… the assumption that I chose a 
career path.  The nature of opportunities in the performing arts world are such that portfolio 
careers are more pursued today and that unexpected opportunities arise.  One of my favorite 
sayings is, “the definition of luck is when preparation and opportunity meet.” The professional 
world has evolved and opportunities do exist, but the way we approach preparation has not 
changed at many performing arts schools.   
 
Because of a unique set of opportunities in my life, I was prepared.  This is twofold.  I became 
aware of the lack of inclusivity in classical music (i.e., the lack of repertoire and performers of 
color), and I saw this as a very specific opportunity.  Aspects of my life gave me the ability to 
embrace this opportunity: I knew how to assemble a nonprofit because I worked for one earlier 
in life; I was experienced with computers; I worked with canvas (staging, pipe & drape) and 
understood production.  So when the opportunity arose to found the Sphinx Organization, I had 
developed the skills to follow through.  Of course, we can’t just make opportunities occur, but 
we can, as performing arts schools, create resources like EXCEL (Excellence in 
Entrepreneurship, Career Empowerment, and Leadership) and MAC (Michigan Artist Citizen 
program) to better prepare our students to realize and pursue opportunities when they do present 
themselves.  
 
While at Sphinx, I immersed myself in opportunities and with experiences that prepared me for 
my current position as Dean.  If I had only been focused on Sphinx and running that specific 
organization with blinders on then I wouldn’t have developed the skills that prepared me to take 
this role (i.e., interviews, organizations, performances, speaking engagements).  I never chose a 
career path to become a Dean.  But what we see more and more is that the unconventional 
candidate ends up in this role.  I am an example; Paul Hogle is now President of the Cleveland 
Institute of Music and came from the Detroit Symphony.  A life in the performing arts may not 
be “I chose to do this,” but instead, that I have the skills, curiosity, and openness, which has 
prepared me for the opportunities that will present themselves and therefore, bring about a lucky 
life in the performing arts, which I believe I live.  
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Speaking more about arts organizations like the Sphinx Organization, but I think still 
applicable to educational institutions like SMTD: What pertinent challenges do these 
organizations currently face?  
There is the age old answer of funding and more generally, finding an effective funding model.  
The other is, articulating the value of the organization. Being able to constitute and convey the 
value.  For example, in Flint, Michigan, where there is not clean water to drink, how do we 
articulate the value of putting a violin in a young person’s hands when we can’t even put clean 
water in their mouths.  It is imperative to know what the value of the organization is and how to 
convey it clearly and concisely to our communities.  
 
 
In 5 years, will we still face these challenges? 
I don’t know.  And, we can’t predict because we are in a constant state of learning.   
 
My sense is that we live in a unique time and that inequality and subtle racism are the greatest 
challenges of our time.  The 2016 election hasn’t created it, but has articulated it.  No matter 
what the results of the election, we will be suffering the ramifications of it for decades to come.  
 
Inequality exists in our art making.  One of my favorite quotes is by Chimamanda Ngozi 
Adichie: “The single story creates stereotypes, and the problem with stereotypes is not that they 
are untrue, but that they are incomplete. They make one story become the only story.”  
A society rife with inequality is a profound tragedy, and the arts must be a vehicle through which 
we communicate and confront these social issues.    
 
 
Since your appointment as Dean, we talk a lot at Michigan about the relevance of our work 
to our field of study, whatever that may be.  Why is relevance now such a key issue and 
when did you start to realize that relevance was what educational institutions may be 
missing? 
I realized the issue of relevance by talking with many people and asking, “why does what you do 
matter?”  The reality is... if people have to ask that question you probably aren’t doing an 
effective job making your case.  Or the reality may be that what you do is, actually, irrelevant.  
Classical music represents less than 2% of all music.  One could quote quantitative measures to 
argue that classical music is irrelevant.  In conversations with our SMTD community, I searched 
for what unifies us, ties everyone together, answers the question, “what is that which we share?”.  
I found that the art we all do must be relevant to society, and those that are training in the arts 
must be trained in a way that develops the skills they need to be and stay relevant.  
Larry Page, CEO of Alphabet Inc. and Co-Founder of Google, has a wonderful quote: “You need 
to be a bit uncomfortable to stay relevant.”  Whether you’re in technology, medicine, 
construction, business, or the performing arts, if you don’t stay relevant you will become 
obsolete.  We have an interesting place in this story, because our history is so deeply rooted in 



 
 

45 

Western culture.  Some think staying relevant means going away from the Western canon.  It is 
not that the Western canon must be lost, but instead, how do we articulate to ourselves and to 
others that it is relevant.  Just as a library today looks different than it did 50 years ago and 
different than it will look in 50 years in the future.  The idea of relevance as it relates to libraries 
is key, and they had to think about that.  Sometimes we think that our industry should be 
somehow different, but it’s just not.  There is always push back when a library changes its name 
to School of Information or takes out stacks to accommodate more computers.  But they do it.  
Relevance is absolutely critical and doesn’t change nature or value, but increases nature and 
value.  At any point throughout the history of the performing arts this has happened.  We have to 
step out of our own prism and think about what we are doing and how we take extra steps to 
ensure its relevance.   
 
 
What one skill do you think every artist must master to be successful in their field of study? 
Excellence in craft is imperative.  Beyond that, and there are a host of things, is curiosity--
specifically, intellectual curiosity.  If you are eternally curious, you then must by default be open 
to criticism because you are curious of people’s honest feedback, which will put you on a path 
that welcomes evolution and will make success inevitable.  
 

 
 
Interviewee: Jennifer Rosenfeld, CEO of iCadenza and President & Principal Manager of 
Cadenza Artists 
Interviewer: Heather G. Kendrick  
 
Jennifer, you are a trained musician and also pursued degrees in other areas.  What 
brought you back to the arts industry and how did you end up on your current career 
path? 
I would say from an early age I was always passionate about music and the arts.  During college, 
I began to have doubts about if I wanted to have a performance career.  I realized I didn’t want to 
be a performer or a teacher so what would I do?  I didn’t really know anything about arts 
administration and that career path and didn’t find information about it at my college.  I was a bit 
in the dark.  By coincidence, my friend Julia and I entered a business competition at Tufts 
University and ended up winning second place.  This gave us the push to actually do it.  The 
“doing” was very challenging.  We started our business, iCadenza, and ran that for two years 
before I went back to graduate school.  At that point, it wasn’t really a long-term career choice.  
But, we began realizing just how underserved musicians are in terms of professional 
development and career skills.  We were fortunate to work with wonderful musicians who were 
so talented, but didn’t have the skills to achieve their goals.  This motivated us to work with them 
to achieve what they wanted to do.  Along the way we discovered so many other areas in the arts 
where we thought we could have impact.  This caused us to start our agency and help artists take 
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responsibility for their careers.  We try to do things better and use our perspectives as young, 
tech savvy entrepreneurs to help people.  Along the way, we’ve also been able to consult for 
organizations and provide online education.  We pull in skills that we’ve learned in other areas to 
guide our artists to success in their field.   
 
 
At iCadenza, you work with myriad artists who are looking to better prepare themselves 
for a career in today’s art world.  What are the pertinent challenges that artists face today 
that may be different from what they faced in the past? 
The biggest opportunity is that the market has changed so much with Social Media and the 
Internet.  Artists have so much agency to build their own audiences.  Audiences are discovering 
their own artists and tastes since the role of pacemakers and curators have so much less power.  
In today’s world, any artists can make a name for themselves.  This is a great opportunity, but 
can also be very challenging because artists have to take on a whole new line of skills to create 
an audience and build a career.  In the past, there was more hunger for classical music.  It is 
crucial to own the fact that the job description of being a musician today is so much more than 
just practice and performance – it’s really being an entrepreneur and a business person, 
managing different lines of your career and growing them.  It’s very difficult for people who 
believe they don’t have skills in those areas.  Our belief is that everyone can do it with the right 
mindset and resources. 
 
 
You are the CEO and co-founder of an arts organization, what do you think arts 
organizations should be doing to stay relevant in today’s arts world? 
There are a few things that come to mind: being willing to take risks even if that means failing or 
making mistakes.  We are a young arts organization of seven years so we don’t have a long-
steeped history or story to uphold.  Some organizations feel that way when they’ve been around 
for 50-100 years and are scared to make a mistake because that could be problematic.  Yet, when 
we think of it, what does making a mistake mean?  Is it playing a new program or the possibility 
of a bad review?  My sense is that organizations need to communicate with their audiences 
instead of talking at them.  Maybe the audience craves a new programmatic idea, but the 
organization just hasn’t inquired.  The inquiry and impending conversation is crucial to staying 
relevant.   
  
Another big challenge is the lack of professional development and mentorship available for 
people working in arts organizations.  They tend to be very hierarchal and unfocused on training 
and retaining talent.  The field is at risk of losing young talent due to the lack of professional 
development in organizations.  Young talent in this generation will move to other fields where 
they can grow. 
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What one skill do you think every artist must master to be successful in their field of study 
or career industry? 
Among a whole list of things, if I had to boil it down to one... building bridges with others, 
getting to know people, networking.  You can use whatever word you want. 
 
Some artists have negative connotations around networking, but this is a relationship and people 
driven business.  Everyone can create more of a community around what they do, and they 
should think strategically about it (e.g., my aim is to meet ten new people this month).  No one 
can go through this career without collaborating with and meeting others in some way. 
  
You never know how people can help you and if there would be synergy with someone.  We’ve 
just had the most random encounters where a relationship led to something amazing 5 years later. 
You just never know and must be capable of embracing that reality in our field.  
  

 
 
Interviewee: Caen Thomason-Redus, Director for Community Engagement and Learning, 
Detroit Symphony Orchestra 
Interviewer: Heather G. Kendrick  
 
Caen, you’re a trained musician, but have created a successful career in the arts that 
includes more than performing.  How did you end up on your current career path and does 
it align with what you thought you would do as a young musician? 
My formal training was as a performer.  But as a student, I was always pursuing activities that 
included teaching, organizing, arts administration-type things.  The job I currently have is 
possible because of the training I gained in these roles and the opportunities I pursued in other 
areas.  It was a gradual metamorphosis.  On one hand I never intended to be a full-time arts 
administrator; on the other hand, I always wanted to do this type of work--create diverse 
audiences, educational work.  Things that now fall under my job responsibilities were also 
important to me as a performing musician.  Although the function is different than I envisioned, 
the connection to the community and audience are the same.  
  
In one sense, my purpose is to make music powerful for a whole lot of people from all different 
backgrounds.  I am doing less as a musician and more behind the scenes.  I still perform, but less 
so than I thought I may.  I feel fortunate that I ended up on a career path that aligns with my core 
interests, which is not always the case for performing musicians who begin work in other areas.  
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With your experience working and collaborating with a variety of arts organizations, what 
pertinent challenges do arts organizations currently face? 
Being able to make a convincing case for art for art’s sake--that the arts in and of itself are a 
critical aspect of and to society that need to be embraced and supported.  Simultaneously, we 
must also demonstrate the positive impact that the arts can have in other areas of people’s lives.  
The latter tend to be the ways that get noticed and rewarded by broader society.  On one hand, 
we must be able to say that playing music on stage is good enough and worthy of support.  Any 
issues concerning that point are more about access to this kind of art rather than that the product 
itself is problematic.  Musical performance can be relevant to any person, but we have to provide 
the opportunities for audiences to have that experience and create meaning from it.  Taking the 
orchestra off the stage and being creative with the product shows the versatility of music and the 
musician and demonstrates the different kinds of impact that music can have. 
  
It is difficult for us [arts organizations] to be successful at articulating both of those issues and 
the justifications for being.  Too often we tend to lean too hard on one side or the other--taking a 
defensive posture.  This is problematic because we are the ivory tower that is exclusionary in 
how it operates and blind to the issues that keep many people from appreciating the pure art form 
we produce.  In another way, we tend to focus so much on what the orchestra can do for the 
community that the community loses sight of what the orchestra can do itself.  The community 
impact must be there and articulated, but the art form must also be represented at its best quality. 
  
 
In 5 years, will we still face these challenges? 
Yes. 
  
 
Can you share with me an overview or a slice of the community and learning programs 
going on at the Detroit Symphony Orchestra (DSO)? 
I view my work in three main areas: community engagement, learning programs, and diversity 
and inclusion initiatives. 
 
Community engagement includes all the work we do in small group and with individuals 
throughout the community--in schools, farmer’s markets, art galleries, hospitals.  All the 
interesting, creative, not typical orchestra-related venues and activities.  We have our 
neighborhood series, which is the classical product of the DSO outside of Orchestra Hall.  We 
have ongoing community partnerships such as our work with the Sphinx Organization, Concert 
of Colors, and other great initiatives that we support and come to us from the community. 
  
On the learning side, we have our Civic Youth Ensembles, which are your typical ensemble 
programs and enroll about 500 students from across metro Detroit on a weekly basis.  There are 
other aspects of Civic Youth Ensemble program that occur on an event basis such as the Middle 
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School Honors Band and Orchestra.  These students come to Orchestra Hall for a day-long 
extravaganza of rehearsals and performances.  The families and directors that come to these 
events are often at Orchestra Hall for the first time.  
  
Other learning initiatives include our early childhood music classes, a new Suzuki program in 
partnership with Detroit Youth Volume (almost 50 hours a week of Suzuki instruction happening 
in the building weekly), and our new Detroit Community Orchestras for adult learners. 
  
An event we had today was part of our educational concert series, which typically brings classes 
to Orchestra Hall for a show that has been produced specifically for them.  This happens twice a 
year and is live streamed to over 50,000 viewers globally.  We also have our long-standing 
Young People’s Family Concerts. 
  
With diversity and inclusion, I usually work with our classical roots program, African-American 
orchestral fellowships, and to create more partnership activities focused on diversity initiatives in 
our audiences, on our stages, with the people that we’re reaching out who may not be typical 
audience members, and to make our workplace itself more inclusive. 
  
In summary, I’m involved when we bring the performances and programs that you would expect 
us to, to a new audience, as well as when we bring performances and programs that you wouldn’t 
expect us to, to any audience. 
  
 
We hear a lot of talk about relevance in the arts.  Why is relevance now such a key issue 
and in what ways should arts organizations be evolving to stay relevant in today’s arts 
world? 
It’s a key issue and also a bad word in the arts.  That is the trigger word for the arts don’t matter; 
make your case another way.  But, what you do is relevant and it is critical to demonstrate what 
the arts can do for people in other ways.  This duality is key.  Answering the question, “How do 
we make sure this great art form can be made available to lots of people in different ways?”.  
This is different in all organizations. The question is not “what do we have to do that is 
relevant?”; instead, “how do we make our best products more relevant?”. 
  
Programming is key, too.  Being relevant means you feature living composers, women, and 
minority composers, for example. 
  
 
What one skill do you think every artist must master to be successful in their field of study? 
How to communicate with an audience.  If you can only play the music than you can only be 
hired to play the music.  Then, you rely on everyone else required to make a performance happen 
so that you can make the music.  If you can articulate any aspect of what you do, why you do it 
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or what is interesting about it then you can and are doing your own audience development, your 
own programing, fundraising, etc.  It is all about verbal communication of why we do what we 
do.  If I had to pick one that would be it: to communicate why we need music.   
 
Part of the reason that we are in the spot we are in terms of barely surviving on some levels is 
that we have allowed ourselves for too long to produce music in the same way and for reasons 
we think are meaningful.  We do this instead of actually communicating with diverse audiences 
about why we think the music is great and why others may also find meaning in it.  If more of us, 
as musicians, think about why what we do is meaningful and communicate that effectively then 
we can get on the same page.  And importantly, it does not have to be at the expense of artistic 
quality.  Musicians’ abilities to communicate why we play great music do not diminish the music 
or the performance, which seems to be a prevalent assumption.  
 

 
 
Interviewee: Xavier Verna, Director of Education, The Sphinx Organization 
Interviewer: Heather G. Kendrick  
 
Xavier, you’re a trained musician, but have created a successful career in the arts that 
includes more than performing.  How did you end up on your current career path and does 
it align with what you thought you would be doing?  
Great questions: I will answer the second question first.  It does not align with what I originally 
thought I would be doing.  In fact, I was pretty confused about what would happen as I 
approached college graduation.  I planned to pursue a master’s degree in percussion 
performance, but graduated during a faculty transition at U-M and it was uncertain who the new 
professor would be.  Therefore, I decided not to do the masters and found that people started 
offering me opportunities to teach.  I was doing a lot of teaching--private lessons, coaching drum 
line at the University of Toledo, and teaching band at a local Catholic school.  I was hustling for 
a couple years to make a living, but it was going well.  I continued to perform on the side with 
my ensemble, Identity Cubed.  The opportunity at Sphinx came about thanks to a friend of mine 
who was working there and recommended me.  Since then, I have been the Director of 
Education.  Being part of Sphinx has been like a master’s degree that I never went for.  It was the 
next chapter for me and challenged me in many ways by providing a strong network and helping 
develop the skills that anyone with an entrepreneurial spirit needs to survive in the world of the 
arts.  
 
 
What pertinent challenges do arts organizations currently face? 
The number one is always funding.  But for many leaders, the challenge is convincing others that 
what you are doing is relevant. Many organizations are doing the same things--for example, for 
one organization that focuses on providing music exposure to children, five other organizations 
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could be doing the exact same thing.  The question to answer is why.  You have to convince 
people that your organization is needed and of value.  There are other organizations that have 
been around for a very long time and refuse to change.  One critical thing is accepting change in 
organizations and in life.  It sets everything back when you’re resistant to change.  What I 
learned at Sphinx is that things are constantly changing.  If you aren’t able to adapt quickly, you 
will get eaten alive.  Many organizations face this challenge.  
 
So in summary, funding, relevance and adaptability are my top three choices.  
 
 
What role does education play at the Sphinx Organization and how does your background 
in music education inform the programs you direct? 
The role that education plays is very significant at Sphinx.  We are at the forefront of social 
justice in the arts.  Our flagship program, the Sphinx Competition is focused on putting the 
spotlight on the most talented Black and Latino string musicians.  But Sphinx doesn’t stop there, 
we still have to foster growth elsewhere and that begins with children.  If you aren’t out there 
actively telling kids that music is an option for them, they will never participate or know that 
participation is an option.  If they only hear that the path to success is to become a doctor, 
businessperson, or factory worker that is all they know and all they will try to do.  You have to 
be in the schools and communities teaching children, which is why education is so important to 
Sphinx.  We are in twelve schools between Detroit and Flint and teach a summer program.  At 
these programs, we hear from kids that they just didn’t know there were other kids like them 
doing the same thing.  They all experience that they are the only person of color at their school in 
orchestra or playing an instrument.  Aaron [Dworkin] felt that way, I felt that way, all musicians 
of color have felt that way.  You have to be educated from other people like you that yes, in the 
arts, this is possible: you can pursue music if you want to.  
 
 
How do you hire teachers who work in your programs? 
Our teachers do have teaching backgrounds, but everyone is also a performer.  They are all very 
dedicated and passionate about what we do at Sphinx.  That alignment is what, for us, validates 
our hiring decisions.  They must be passionate about education, impact, social justice, and have 
an understanding of what these kids don’t have.  We hire a lot of performers so I guess you could 
say that we have teaching artists! 
 
We make sure that the people we hire have the resources they need to be successful in their role.  
Arts organizations have to make a concentrated effort to invest in the team and their employees’ 
professional development.  When your people improve, it only helps the bottom line.  We care 
about people at Sphinx.  
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What one skill do you think every artist must master to be successful in their field of study? 
The one skill that I think an artist should have… I have so many answers.  I think being proud of 
what you do, being able to stand your ground and make a case for yourself and your art, and 
having that mindset.  In addition, there is the necessary ability to adapt to your audience, which 
is the only way to survive in any form of business.  If you can’t or don’t tailor what you are 
doing and what you are passionate about then you won’t have customers, audiences, or people 
that want to hire you.  The one skill is adaptability.  At Sphinx, we are always learning that we 
can’t get too comfortable with our decisions.  Sometimes things just don’t work out and you 
have to change or adjust quickly.  Nothing is ever easy, and we’re always working hard to stay 
relevant.  


