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Introduction
Institutions offering degrees under the various names of music busi-

ness, music industry, music management or music merchandising, most 
often employ some type of interdisciplinary curricular approach.1 By in-
terdisciplinary, it is implied that studies in additional subject areas beyond 
so-called music industry topics are included as required coursework to 
complete a degree program. For two- and four-year degree-granting in-
stitutions, coursework in the area of “general studies” is most often also 
mandated. (The term “general studies” will be used to represent course-
work required outside the major to help students develop the requisite 
breadth of knowledge in various disciplines.) To further diversify the mix 
of coursework students must complete to graduate from some institutions 
offering music industry degrees, courses in what will be referred to as the 
host discipline (music, business, communication, fine arts, et al.), may 
also be part of the required course load. (The term “host discipline” will be 
used throughout this article to refer to the academic unit that supports the 
music industry degree offered.) As a result, the two- or four-year plan of 
study for many students pursuing music industry degrees may be impact-
ed to greater or lesser degrees by the fact that there are required courses 
in these three academic areas, and that such coursework may be seen as 
“competing” for a student’s available units and time.2 

For a music industry studies program director at a four-year school 
considering a curriculum or program review, one of the challenges he or 
she must face is the competing mandates of the various entities that influ-
ence which courses currently comprise such a degree  program. This often 
results in significant coursework in non-major subject areas. This complex 
situation results from the detailed requirements (or recommendations) 
prescribed by these various bodies. For example, the author’s program is 
hosted in the music unit and there are four such entities: the University-
wide regional accrediting agency, Western Association of Schools and 
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Colleges (WASC), the host discipline accrediting agency, the National 
Association of Schools of Music (NASM), the University’s own General 
Studies requirements, and the required courses in the major that lead to 
fulfilling the music industry program’s learning outcomes.3 

As a result, students often view the currently offered degree in music 
industry studies at the author’s institution as one filled with compromises 
with respect to required non-major coursework while allowing little, if 
any, room for exploration of topics outside the list of courses needed to 
complete the degree  program. Students who have a keen sense of curios-
ity must either complete required coursework during summer sessions or 
stay an extra term if they wish to engage in any significant study beyond 
the required courses.4 

These factors coupled with increasingly frequent rumblings from the 
author’s students about the perceived usefulness of certain classes in stu-
dents’ hoped-for careers, led the author to consider the question of whether 
or not the program’s attempts to satisfy multiple non-major masters (the 
host discipline, music industry studies, and University general studies re-
quirements) was an anomaly or actually paralleled what might be the norm 
for such degree programs across a variety of institutions.5 To answer this 
question, a survey was developed and sent to similar institutions, those 
offering some type of music industry degree, to learn how, and whether or 
not, the discipline is addressing this important issue. Stated as a hypoth-
esis, it appeared that the course requirements which exist if a music indus-
try degree program is hosted within an existing discipline, when added to 
the institution’s mandatory general studies classes, may impose a limit on 
the number of music industry courses offered in a degree program.

The questions the author hoped to answer included:

1. What ratios of course credits exist between these areas: 
a) music industry, b) general studies, and c) the host 
discipline.

2. Had other music industry programs completed recent 
significant program revisions?

3. What was the number of elective courses offered in 
music industry studies at various institutions?

4. How were programs coping with the speed of change 
in the industry and attempting to balance providing 
students with an understanding of the fundamental rules 
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and relationships of the industry, while also offering 
adequate study of emerging theory and practices (e.g., 
social networking, streaming media, crowd-sourcing, et 
al.).6

Method
While the first question listed above was central to this research, the 

rest of the survey questions were fueled largely by the author’s curiosity to 
learn more about peer programs. Due to the fact that there is great diver-
sity in where music industry programs are hosted and how the degrees are 
structured, there is no central body of common knowledge on music indus-
try studies curricula. It also seemed that any useful data collected might be 
shared across the discipline since the existing research was limited.7

A list of eighteen questions was developed by the author to provide 
the basis for this research project. (See Appendix A for the complete set 
of survey questions).8 Simultaneously, the author created a list of institu-
tions that offered some type of music industry studies program to which 
an email invitation to participate in the study was sent.9 At the conclusion 
of the list development, a total of 114 possible survey participants resulted. 
An initial email invitation was sent to all the potential respondents, along 
with two follow-up email reminders, roughly two weeks apart. The invita-
tion linked to an online survey instrument that provided simplified data 
collection, tabulation, and sorting options. At the conclusion of the data 
collection period, a total of forty-seven program directors had complet-
ed the survey, representing a 41% overall rate of response. The data was 
consolidated to preserve anonymity, however, the institutions represented 
among the respondents included those in the United States, Canada, and 
Australia. They represent two- and four-year degree-granting institutions, 
as well as a small number of programs that grant certificates in music in-
dustry studies in lieu of a degree.10

Analyzing the Data – From the General to the Specific
To aid in analysis, the survey responses were grouped into three cat-

egories:

• General data questions – four questions
• Degree-specific questions – seven questions 
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• Changes to degree program/pedagogy questions – six 
questions

Respondents had the option of skipping any of the survey questions. 
If a respondent chose to leave one or more questions unanswered, the 
system would still accept the submission. During the design phase of the 
project, the author made the decision to allow such submissions in order to 
maximize participation, theorizing that if respondents encountered ques-
tions they couldn’t readily answer, they might abandon the survey alto-
gether, thereby potentially reducing the respondent pool to some extent. In 
the following data analysis, for any question that was skipped by ten per-
cent or more of the respondent pool, possible reasons will be suggested.

I. General Questions
Four of the survey’s questions were judged to be general program in-

formation, designed to help the author understand the differences between 
various types of music industry programs in the respondent pool. The first 
question asked in what discipline the music industry degree was housed. 
The results showed that the majority of respondents are found in music 
departments, with an assortment of degree programs found elsewhere, in-
cluding 11% housed within business departments (see Figure 1).11

Figure 1.  Departments housing music industry programs.
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Interestingly, among the “Other” responses, the following distribu-
tion was seen.

• Six had established, self-contained departments or cen-
ters for music industry studies that were not affiliated 
with any larger discipline – 13% of respondents12

• Two were operating under the umbrella of a creative or 
performing arts department – 4% of respondents

• One operated in association with a music department – 
2% of respondents

• One offered separate degrees in music industry through 
both the music and business departments – 2% of re-
spondents

The concept of autonomous operation will be addressed in more de-
tail in this article’s conclusion.

The next general question asked for the number of students currently 
enrolled in the program (Figure 2).

The results confirm that program size is distributed nearly equally 
around a midpoint represented by programs with enrollments in the range 
of 51-100 students, with exactly 30% of programs either larger or smaller. 

Figure 2.  Number of students enrolled in music industry pro-
gram.
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It should be noted that a small number of larger programs (greater than 
250 students) service a great number of the overall student population pur-
suing such degrees, which was not accounted for in the survey design.

The next question confirmed that for the overwhelming majority of 
respondents, a semester system is used with 91% of respondents operating 
under a semester system and the remaining 9% on a quarterly calendar.13

The final general question asked respondents to provide the disci-
pline-specific accrediting body that reviews the music industry degree(s) 
offered. Evidently, this information may not be known by some of the 
respondents as 21% of the total respondent pool skipped this question. The 
following chart (Figure 3) reflects the remaining 79% of the total respon-
dent pool that did answer.

The results for music-hosted degrees correlates closely with a similar 
question asked in Taylor’s 1991 survey, which showed 58% of such degree 
programs being accredited by NASM.14 In contrast, significant growth was 
shown in the number of business-accredited music industry programs.15

Respondents choosing “Other” provided the following data that shows 
a range of non-discipline specific regional and international accrediting 
agencies including:

• Four U.S. regional accrediting agencies – 9% of respon-
dents

Figure 3.  Accreditation of music industry programs.
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• One U.S. national career school agency – 2% of respon-
dents

• Three international accrediting bodies – 6% of respon-
dents

• Three respondents answering that there was no formal 
accreditation – 6 % of all respondents

Of some concern is the fact that 21% of the survey respondents 
skipped this question. (All other questions had a respondent yield of 90% 
or greater.) This may be interpreted as a lack of understanding by the sur-
vey respondent as to either a) what accrediting body is relied upon, or 
b) whether or not the music industry program is reviewed as part of any 
broader institutional accreditation at all. Another factor may have been 
that in some cases, educators completing the survey were part-time or ad-
junct instructors unfamiliar with the processes of accreditation. While the 
high number of non-respondents may be worth further discussion or re-
search, ultimately, it is outside the scope of the present study.16

II. Degree-Specific Questions
The second group of questions pertained to the specific degree(s) 

offered by respondent institutions. The first question in this group asked 
what types of degrees were offered in the music industry area (Figure 4).

Figure 4.  Types of degrees offered by music industry pro-
grams.
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The Bachelors of Science, Arts, and Music are nearly equal in distri-
bution. It must be noted that the reason that the aggregate responses total 
more than 100% is that a number of institutions offer more than one de-
gree. Thus there is not only a multiplicity of degrees offered, but a number 
of respondent institutions offer two or more music industry degree options 
for students. The six “Other” responses are broken down into the follow-
ing categories in equal part. Individually, these each represent 4% of the 
total number of respondents.

• Two programs offer a Minor in music industry
• Two programs offer a Certificate in music industry
• Two programs offer a Bachelor of Business (B. Bus.) in 

music industry

The next degree-related question asked for the minimum number of 
credits to grant a bachelors degree in music industry studies (Figure 5).

Two-thirds of respondents fell into the range of between 120-128 
credits. This range would equate to an average load of between 15-16 
credits per semester to complete a bachelor’s degree in four years. As to 
the 12% of respondents that reported 129 or more credits, this may have 

Figure 5.  Minimum number of credits to grant a bachelors 
degree.
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been the result of additional coursework, which was likely added to degree 
program requirements over time. This factor will be addressed more spe-
cifically in another question.

The “Other” respondents to this question broke down as follows.

• One program that is a 96-credit Associate’s (AAS) de-
gree – 2% of respondents

• Two programs that require 30 or fewer credits for a 
certificate – 4% of respondents

• Two programs responded N/A – 4% of respondents

The next set of four questions investigated the number and distri-
bution of course credits falling into the three categories which comprise 
the central focus of this study. The first asked about the general studies 
requirements. The majority of respondents reported that general studies 
makes up a significant portion of the program (Figure 6).

Using data from those programs that reported more than 120 units to 
complete a degree, a median of 125 credits was established for four-year 
degree programs. A conservative analysis of general studies coursework’s 
weighting in the overall degree program is 30% or greater of a student’s 
total studies, leaving approximately 70% for all other coursework.17 A 

Figure 6.  General Studies credits in a music industry degree 
program.
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weakness in this question’s design can be seen, in that two-thirds of pro-
grams fell into the 37 or more credit category. An additional category, per-
haps 44 or more credits, would have been useful to provide greater detail 
in this data. However, a much broader distribution pattern was found when 
respondents were asked about the total number of music industry studies 
credits in their respective programs (Figure 7).

It is here, in this data, that some of the first important anomalies 
appear. The range with the largest number of respondents was the 24-36 
credit category, which if one uses a 4-credit course as the basis for in-
terpretation, corresponds to six to nine classes with the music industry 
subject area. Using the median number of 125 total degree credits derived 
earlier, this would correspond to a range of 19-29% of student’s total stud-
ies, slightly less than the number of general studies credits reported in the 
previous response. And while 24% of respondents exceed 36 units, it is 
the bottom of the range, programs reporting below 12 credits that likely 
represent a cause for concern.

Whether or not one uses the four credits per course paradigm, 22% 
of the respondent pool require twelve or fewer credits, while an additional 
18% require twenty-three or fewer credits in the discipline. Framing this 
issue is the worry that arises when the 125-credit median for four-year 
respondent degrees is noted. Twelve or fewer credits in music industry 

Figure 7.  Music Industry Studies credits in a music industry 
degree program.
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coursework equate to less than 10% of a student’s overall course of study.18

Is this adequate to ensure some level of competency and knowledge in a 
rapidly evolving discipline? This question will be addressed in greater de-
tail in the conclusion of this article.

The third and final curricular area is the host discipline, which as 
reported in earlier data, is divided between music, business, and other de-
partments (Figure 8).

When one considers that 43% of respondent programs require 37 or 
more credits (interpreted in this study as nine or more classes) in the host 
discipline, the concern mentioned in the analysis of the previous question 
regarding the potential paucity of music industry coursework is put into 
sharper focus. With nine or more courses required in the host discipline 
and 37 or more credits (nine or more courses) required in the general stud-
ies area, students are theoretically left with roughly 40% of their stud-
ies for their music industry major, as well as any enrichment or elective 
coursework. While on the surface this balance seems reasonable, the au-
thor will address certain constraints that such a system imposes on degree 
programs shortly.

The final question in this area looked at the number of courses (rather 
than credits) required in the host discipline outside of the music industry 
subject area (Figure 9).19

Figure 8.  Host discipline credits in a music industry degree 
program.
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In large part, it is likely that the number of respondents at the upper 
end of the scale, that is eleven or more courses, is influenced by the fact 
that two-thirds of the respondent pool are housed in a music department, 
which historically has required a great many one- and two-credit classes 
as part of a traditional music undergraduate degree at NASM-accredited 
institutions. For instance, at the author’s university, students pursuing the 
B.M. in Music Management must complete the so-called music core (rep-

Figure 9.  Courses required in the host discipline outside of the 
music industry subject area.

Figure 10.  Required host discipline courses at author’s institu-
tion.
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resented in Figure 10), comprised of thirty-nine classes, each with an aver-
age value of 1.38 credits per class.

Thus for the author’s program and other similar programs, the impact 
of such a substantial music core is that it further reduces the number of 
classes in music industry that students may fit into their degree programs.20

Furthermore, alumni perceptions of the value of the music core in 
degree programs such as the author’s own were the subject of two previ-
ous studies.21 McCain (2001) found that her graduates rated just two of 
the required music courses, Computer Applications in Music and Music 
Theory, as “Very Important.” She wrote,

“It is interesting to note how much lower the gradu-
ates rated the importance of the general music core. Grad-
uates recognize the importance of understanding music 
and being able to discuss music but they also recognize 
that adequate preparation in business and music business 
are important in preparing them for their employment.”22

Marcone’s 2004 research, while based on McCain’s previous study, 
added some significant variations including polling graduates of his pro-
gram on the perceived value of general studies coursework. Marcone 
found that three of the required general studies courses, a common sylla-
bus course taken by all students titled Communication in Action, and gen-
eral studies courses required in the Social Science and Humanities areas 
were all rated by graduates as “Very Important.” His study also reported 
little perceived value from the required courses found in the music core. 
Marcone’s data showed only a single required music class, Music Technol-
ogy, as being rated “Very Important” by graduates.23 A less formal survey 
conducted by the author of his program’s alumni in 2001 found that they 
rated none of the core music coursework as “Important,” tracking almost 
identically with the two previously cited studies.24

The final two degree-specific questions relate to the number of non-
required (elective) music industry courses that are offered by respondent’s 
programs and the level of interest expressed by music industry majors in 
taking such elective courses. Respondents were asked to state how many 
music industry elective classes were regularly offered (Figure 11).

Nearly half of the respondent’s programs offer one to four non-re-
quired elective courses, although one-third offered no electives at all. The 
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author believes that for some programs, the combination of substantial 
course loads carried by students in non-music industry areas of the host 
discipline and general studies may restrict how many classes a student 
can fit into a normal workload. The other limiting factor may be one of 
resources, as the capacity of music industry faculty members to teach any-
thing other than the most necessary classes may be constrained by their 
own teaching load and/or departmental funding issues.

The final degree-specific question asked respondents to state the lev-
el of interest among their current students to take such non-required music 
industry elective courses (Figure 12).

An overwhelming majority of respondents (93%) stated that stu-
dent interest in such non-required studies in the major had been observed. 
While this reported student interest might be dismissed, at least in part, 
by the common millennial student’s desire to “have it all,” the previously 
cited research of McCain and Marcone clearly indicated that alumni of 
their programs that were working in the music industry rated their music 
industry curriculum and internships as being the most important curricular 
elements in helping prepare them for their profession. Thus, there would 
seem to be a troubling disconnect between the type and number of music 
industry elective offerings and the evidence available regarding both cur-
rent student interest in exploring such elective studies as well as alumni 
perceptions about the value of such coursework.

Figure 11.  Number of music industry electives offered.
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III. Changes to Degree Programs and Pedagogical Issues
The five remaining questions in the survey addressed changes that 

had occurred within the music industry degree programs and what opinions 
exist as to educators’ efforts to balance the competing needs of providing 
adequate depth and breadth in fundamental music business knowledge, 
while addressing the rapid pace of change the industry has experienced.

The first of these questions inquired whether or not a substantial re-
vision to the music industry degree program had been undertaken, repre-
sented by a change to 25% or more of the curriculum, within the past five 
academic years (Figure 13).

While a slight majority of respondents have undertaken substantial 
changes to their degree programs, an almost equal number of programs 
have maintained the same curriculum over the five-year period surveyed.

The next question surveyed the number of required classes in any 
discipline that had been added to the degree program in the past nine aca-
demic years (Figure 14).

The results show that for more than three-quarters of respondents 
some required coursework has been added to their programs, although the 
range of credits that had been added, which was explored in a follow up 
question, was substantial (Figure 15).

While a comparison of the responses to these two questions relating 
to the addition of required coursework seems at odds, it’s likely that once 

Figure 12.  Student interest in non-required music industry 
electives.
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Figure 13.  Percentage of institutions with a substantial revision 
(25% or more) of its music industry curriculum within the past 
five academic years.

Figure 14.  Number of required classes (in any discipline) 
added to the degree program in the past nine academic years.
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again, the extreme variability in the credits offered for various classes, 
especially those in music may account for the differences. Tellingly, 43% 
of respondents noted no additional credits had been added to their degree 
program, however, only 23% in the previous question stated that no re-
quired classes had been added. This is likely due to so-called “zero-credit” 
classes, which are sometimes used by music departments for required 
courses as a means to avoid placing students in an academic overload with 
regard to their total credits. Of course, such classes still require attendance, 
participation, study time, and in some cases, examinations that place fur-
ther demands on student time. Such practices should be reexamined in 
light of the data presented in this article which it can be argued demon-
strates how the competing interests from various academic areas serve to 
tightly pack a student’s schedule.

The final two questions addressed pedagogical approaches within 
the discipline, inquiring as to how respondents attempted to integrate cur-
rent practices into their curriculum (Figure 16) and finally, an open-ended 
question asking how program directors attempted to strike a balance be-
tween fundamental music industry knowledge requirements (copyright, 
publishing, finance, marketing, et al.) and the need to critically study the 
latest developments in the industry in the limited time available.25

Based on the data presented earlier in this article, it’s not surpris-

Figure 15.  Number of credit hours (in any discipline) added to 
the degree program in the past nine academic years.
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ing that two-thirds of respondents have chosen to modify their existing 
courses to address, in the time available, new practices that have had a 
dramatic impact on the music and entertainment industry. Once again, this 
may reflect resource limits that music industry program directors face, in 
part due to crowding from non-major required coursework.

However, the author believes that such limitations may need to be 
evaluated with a critical eye by educators, as using the approach favored 
by the majority of respondents, only a limited amount of time can likely 
be dedicated to meaningful investigation of important new topics. At the 
time of writing, these might include the most effective implementation of 
social networking applications, paradigm shifts in music promotion and 
distribution, and the range of new provisions for royalty calculations and 
payments across an expanding range of media outlets. Any one of these 
seems potentially ripe for further study or even a special topics class de-
voted primarily to any one.26

Finally, respondents were asked to discuss their views as to how 
program directors might balance the competing needs between ensuring 
adequate depth and breadth among the previously mentioned fundamental 
music industry knowledge requirements and the moving target of evolv-
ing information and skills students must also master. Table 1 shows the 
five-most frequently mentioned “Balancing Strategies” from all responses 

Figure 16.  How do institutions integrate current practices into 
the curriculum?
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to this question. (See Appendix B for a representative sampling of anony-
mous quotes from respondents.)

Balancing Strategy Frequency 
Count

Modified curriculum 14 mentions
Co-curricular activities (partially funded in some 
cases by general student fees) 7

Internship, practica, experiential learning opportuni-
ties 7

Contact with practitioners/site visits 6
Consultation with alumni & practitioners re: indus-
try’s preferred learning outcomes 4

Table 1.  Leading strategies reported for balancing fundamental 
and evolving industry knowledge.

Conclusions and Recommendations
This study revealed a range of relevant and thought-provoking data 

with regard to the current structure of music industry degree programs. 
A look at the results may prove helpful to any music industry educator 
considering the delicate balancing act of overall degree program design 
in higher education. While it may be argued by some that the existing 
relationships between studies in the music industry major, general studies 
courses, and required courses in the host discipline can and are somehow 
painstakingly molded into a workable degree program, the data reported 
leads to the conclusion that in fact, the actual number of music industry 
courses that students can complete is very often a compromise between 
powerful and competing curricular agencies.27 Such compromises are evi-
denced most tellingly for those respondent programs hosted in a music 
unit. The necessity of completing core music curriculum often required to 
gain discipline-specific accreditation, actually results in a greatly reduced 
number of music industry studies credits that can be taken by a student.28

This results in a less than optimal situation for students faced with the 
need to complete a degree that requires them to do the majority of their 
academic work outside their major of music industry studies. Instead, they 
must concentrate the greatest number of credit hours in host discipline-
required core music curricula.29
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Two other factors should be considered in the broader discussion 
of music industry curriculum. First, students are graduating into an in-
creasingly complex and inter-related world where business, personal, and 
ethical decisions need to be made by informed and engaged practitioners. 
Traditional host discipline studies may not provide sufficient training to 
prepare students for these types of challenges.30 Second, the ability of the 
public school systems to adequately prepare the majority of students for 
the rigors of higher education has not been sufficient to ensure students are 
in fact always ready for college-level work.31 Surely, in areas like music 
technology and computer applications, skills demonstrated by incoming 
students sometimes exceed that of their instructors. However, effective 
secondary learning with regard to reading, writing, and most importantly, 
critical thinking has often not occurred for many college-bound students.32

Thus, admitted students not ready for college-level learning most likely 
need to complete remedial work to make up this lost ground.33 Achieving 
satisfactory learning outcomes in these areas for those undergraduates in 
need requires credit hours, along with classroom and co-curricular experi-
ences to support improvement of the aforementioned skills. Even in cases 
where such students complete remedial reading and writing courses, the 
author’s experience has shown that additional time within the major cours-
es will still need to be devoted to help such students succeed in the major.34

Finally, a growing trend among music industry programs adds 
weight to the argument that preparing students for their careers may be 
realized most readily through the creation of a student-centered learning 
community focused on understanding and practicing the actual type of 
work graduates will do in their areas of interest, rather than a historical 
ideal of what host discipline training should incorporate. University of 
Miami’s Cat 5 Publishing and Anderson University’s Orangehaus Records 
serve as excellent models of such pedagogy.35

The implications of the foregoing data and analysis lead to the argu-
ment that in order to properly prepare tomorrow’s music industry leaders 
as knowledgeable, effective, and ethical practitioners, it is likely time for 
the academy to undertake a thorough reassessment of the basic structure of 
music industry degrees and curricula. This is particularly true for institu-
tions like the author’s own, hosted within a NASM-accredited music de-
partment at a liberal arts university. While housing music industry degrees 
with existing disciplines such as business or music has in the past provided 
some efficiencies, a number of these degree programs may not have modi-
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fied curriculum or rebalanced credit hours between the competing entities 
discussed in this paper to have addressed the paradigm shifts which have 
occurred in the music and entertainment industry. As a direct result of this 
problem, such programs may not prepare students as fully as others men-
tioned earlier that operate with some level of interdisciplinary autonomy.

An additional recommendation is that based on a student’s intended 
career arc, a greater range of options with regard to host discipline studies 
would provide needed flexibility, allowing students a greater say in what 
pre-professional training they believe will be most efficacious.36 Such a 
change would likely also reduce enrollments in some host discipline core 
classes, potentially resulting in a smaller, more focused and motivated 
group of learners. One example might be to replace a four-semester music 
theory sequence with two semesters of fundamental theory classes fol-
lowed by additional elective courses in areas such as arranging, orchestra-
tion, production, jazz improvisation, MIDI programming, etc.

The survey’s six autonomous program respondents represent what 
may become the leading edge of a significant new trend among music in-
dustry programs. Through either the establishment of a truly autonomous 
interdisciplinary department, or the elimination of much of the traditional 
host discipline coursework in favor of a greater range of music industry 
courses, such approaches may provide a glimpse of a more effective learn-
ing model for the discipline.37 In either approach, the reduction or removal 
of significant degree requirements from the same area(s) of study that Mc-
Cain and Marcone reported as being the least relevant to working (alumni) 
professionals would seem to be a reasonable first step for programs to 
consider.

Furthermore, it seems that such analysis may be overdue by some 
music industry program directors, as the data below from Nepkie’s twen-
ty-year-old study are nearly identical to the data (samples of which are in 
Appendix B) reported in the present survey.

“Too few music industry courses…too many re-
quired music courses.”

“Our liberal studies [general education] component 
is a 44-hour requirement that provides students with a 
broad-based education, however, it limits the number of 
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music industry electives…”

“We have a burdensome music core curriculum 
which hinders exposure of students to [music industry] 
areas of study which are more central to the curriculum.”38

If such problems are to be effectively addressed, one of two alterna-
tive solutions might be recommended. The first would be to consider a 
newly-conceived degree within the host discipline that in essence does 
away with much of the historically required host subject courses and al-
lows the music industry faculty to build a universal set of competencies, 
skills, knowledge, and experiences that are valued by both employers 
and proven as effective by music industry educators. Students and recent 
alumni should also be invited to participate in such a redesign process.  
A greater range of relevant elective studies in the major should also be a 
choice for any student pursuing such a degree. Examples of such programs 
exist at institutions including Middle Tennessee State University, Loyola 
University New Orleans, University of Southern California, and Belmont 
University.

The second path would be to follow the prescriptive advice of long-
time music industry educator Don Cusic who argued in 1991 that music 
business programs should not be housed in music departments at all, be-
cause of the fact that in traditional music schools, “the world of theory and 
performance remains inviolably apart from that of the world of business.” 
He suggested that the best and most practical solution was to set up “a sep-
arate department for a university program which teaches the music indus-
try.”39 Although the adoption of Cusic’s recommendation has been slow, 
13% of this survey’s respondents do manage programs operating within 
an autonomous department or interdisciplinary center. Such a model also 
allows the greatest flexibility in how a program may respond to ensure 
the curriculum remains pedagogically sound, responsive to industry shifts, 
and in tune with the hiring needs of employers.40

Another persuasive argument put forth on the subject has come from 
Robert Garfrerick who reported that host discipline accrediting standards 
and resultant non-music industry required courses in the host discipline, 
“sometimes are not in the best interest of the music industry program …
which creates limited options for new courses and revised music industry 
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curriculum.”41 He also suggests that in some programs, music industry 
student tuition may serve as a subsidy to fund other non-music industry 
host discipline programs, a consideration made more troubling when the 
lack of resources reported by many music industry program directors is 
considered.42 This fact may have been what led his institution, University 
of North Alabama (UNA), to establish an Entertainment Industry Cen-
ter that coordinates programs, teaches classes, and advises students from 
three disciplines: music, business, and mass communication. Therefore, 
any student seeking a music or entertainment industry career can tap into 
UNA’s Entertainment Industry Center’s resources.

Delta State University has also established the Delta Music Insti-
tute, an independent center offering a B.S. in Interdisciplinary Studies 
and a B.A. in Music with Emphasis in Music Production, while Columbia 
College Chicago has six related concentrations available under the broad 
umbrella of its Arts, Entertainment & Media Management (AEMM) De-
partment. While there is a 30-credit common core across the AEMM dis-
ciplines at Columbia, students also complete 12 credits of specific course-
work in each concentration to assure that the curriculum is adequately 
specialized to help students complete appropriate preparation for their 
careers. The remainder of a student’s credits is made up of the institution-
wide 42-credit general studies component, and finally, in what is likely de-
signed to encourage greater breadth of study and curiosity, the remaining 
36 credits to complete Columbia’s 120-credit degree requirements may 
be taken college-wide, in any subject or discipline for which the student 
has interest and fulfills the prerequisites. In essence, the AEMM umbrella 
serves as both the host discipline and the concentration-specific course 
provider, similar to UNA and Delta State. Students also have far greater 
say in their degree program’s construction since their own interests and 
pre-professional educational goals solely determine 36 credits.43

For practitioners of music industry education who have yet to enact 
a solution such as those cited, it may be time to roll up one’s sleeves and 
reconsider how the discipline is training its students. Based on the find-
ings of this study, it would seem advisable to initiate efforts to re-balance 
course distributions in many programs to allow greater study in the music 
industry major, thereby better preparing students for the evolving music 
industry, and to challenge the teaching and learning limitations imposed 
by the Music Industry + General Studies + Host Discipline model. Addi-
tionally, it is the author’s suggestion that each program should establish a 
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period of time, perhaps five-year intervals, for what might be termed “rel-
evance testing” for all host discipline coursework. This could follow the 
methodology developed by McCain and Marcone to weed out host studies 
that are not helpful for career preparation or advancement. This would 
help ensure that a curriculum continues to remain in step with industry’s 
evolving needs.44

Directions for Future Research
Considering the diversity of program type, duration, final outcome 

(degrees vs. certificates), schools that offer multiple “tracks” in the disci-
pline, et al., reported in this study, it may be worth an investment of time to 
develop a more comprehensive understanding of the number and types of 
programs that exist, perhaps via a survey sponsored by MEIEA or another 
interested body.45 Results from such a study would likely provide every 
program director with a more comprehensive context to see one’s own 
program in relationship to the broader discipline. In part, this diversity, 
evidenced by the range of data collected from the forty-seven respondent 
programs, led to a few small anomalies in the data that might be addressed 
more completely in a follow-up study.46

Additional areas for further research may include a consideration 
of how this study’s data could be used to evaluate and influence curricu-
lar structure with both discipline-specific accrediting agencies (AACSB, 
NASM, et al.) and regional accrediting bodies (WASC, et al.) Pursuant to 
such discussions, the author believes that, as a discipline, we may benefit 
by taking a look at emerging areas of interdisciplinary study such as social 
entrepreneurship for new models of more flexible undergraduate curricu-
lar structures. It appears that such programs are already attracting some of 
the most highly qualified and entrepreneurially focused entering college 
students who are reticent to trust their education to models that existed 
when their parents went to college.47 Next, what might the MEIEA faculty, 
as educators immersed in an inherently interdisciplinary field founded 
nearly a half century ago, contribute to the growing body of research and 
thought on such interdisciplinarity? And finally, for non-autonomous pro-
grams, how might career focused, outcomes-based assessment be used to 
further refine curriculum to better balance the need for a reduced level of 
host discipline studies with the relevant skills and requisite knowledge 
needed for a 21st-century music industry career?48

The evolving skill set required for graduates to successfully compete 
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in today’s music and entertainment industry appears to be mismatched 
to the curricular designs existing in a significant number of music indus-
try studies programs. The research presented here continues the lines of 
thought evidenced as early as 1991 and continued since then in a series 
of essays, MEIEA conference presentations, and frequent dialog between 
fellow educators. Whether or not an institution determines that some type 
of autonomous department of music and entertainment studies should be 
inaugurated, the research data presented here provides ample evidence of 
curricular imbalances that are resulting in less-than-ideal training for stu-
dents aiming for a career in the music industry. Addressing these imbal-
ances should be a priority for program directors who wish to provide the 
most complete music industry studies education possible.49
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Appendix A.  Curriculum survey in music industry course distri-
butions.
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Appendix A.  Curriculum survey in music industry course distri-
butions (continued).
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Appendix A.  Curriculum survey in music industry course distri-
butions (continued).
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Appendix A.  Curriculum survey in music industry course distri-
butions (continued).
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Appendix B
Sampling of Open-Ended “Balancing” Question Responses from 

Music Industry Curricular Survey

Question 17. Considering the limits of a two- or 
four-year degree program, please discuss your philoso-
phy as to how music industry program directors might 
most efficiently balance the competing need to a) insure 
that fundamental coursework is of sufficient breadth and 
depth to provide students proper background and training 
while b) adequately address the need to constantly recon-
sider how the industry continues to fundamentally change 
resulting in a “moving target” of what knowledge and 
skill sets are needed by students to navigate this evolving 
landscape.

“With limited faculty course instruction time, the best efforts pro-
duce curricular adjustments to current courses. Additional subject matter 
in other departments suggested to students to enhance knowledge.”

“In our view the business fundamentals remain essentially un-
changed (accounting & financial management principles, basic licensing 
& royalty structures, general entrepreneurship & business administration 
processes, management & leadership skills, etc.), so these can remain rela-
tively static, i.e., core courses. For those areas of the business where spe-
cifics have evolved (particular revenue models, promotion & distribution 
channels, marketing tactics relative to new media, etc.), these are handled 
within our program by rewriting the curriculum as required. We start with 
the “high level” basic courses and gradually delve into specifics as the 
program unfolds, allowing students to experience the breadth of business 
disciplines at a constant fast pace while zeroing in on more specifics in-
crementally in the later stages of the program. This also allows us to sub-
stitute or develop new course content on an ongoing basis. This approach 
can be conceptualized as a series of concentric circles of decreasing size or 
a spiral track, beginning at the outermost edge with “big picture” concepts 
and universals, with each successive level becoming more detailed. The 
latter “rings” contain the most specific and detailed, and thus most recently 
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updated, content.”

“We try to keep lines of communication open with our alumni in the 
industry, periodically seeking their advice and input regarding the changes 
they are seeing in the industry, and the resultant changes in skill sets re-
quired of our graduates. Our curriculum is a combination of courses that 
address “common denominator” business skills, applications, and general 
knowledge, which don’t change much over time, and those that are more 
specific to current practices, which are routinely tweaked and modified, or 
even replaced with new courses. We also digest feedback from our student 
interns, related to the preparation necessary for success at the particular 
internship site.”

“I include current events and marketing trends as class assignments. 
Also, I ditched the textbooks and have gone to an all web-based curricu-
lum.”

“We strive to teach strong social, community and business funda-
mentals. Ideally, these personal foundations are able to sustain and inform 
our graduates as to how to apply themselves into new and emerging busi-
ness scenarios. If students possess a sound understanding of marketing, 
asset management, and creative business administration, they should be 
able to perform and learn in almost any industry sector. Furthermore, we 
believe that in many ways, ‘the music business is not that special’ - there 
are very few industry sectors today which have not been affected by the 
ubiquitous distribution of digital content and the mass affordability of con-
tent development. As such, informed decision making and an understand-
ing of the need for continuing self education can help mitigate many of the 
factors pressuring today’s ‘music business.’ From a technical standpoint, 
in order to foster an ethos of continual learning, we require that our stu-
dents use RSS Readers in order to follow a variety of industry and general 
news information sources. Current events are constantly analyzed within 
our courses and applied towards previous lessons and learning.”

(Continued on next page.)

Appendix B:  Sampling of open-ended “balancing” question 
responses from music industry curricular survey (continued).
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“We are moving to a more liberal arts, general approach to our cur-
riculum. Our new major is a 36 hour major, a required, related minor, gen-
eral studies and electives. I am of the opinion that the specifics of what to 
teach our students is not as important as the broader concepts, and the abil-
ity to adapt, and keep on learning. We stress good communication skills, 
written and verbal, and a strong work ethic.”

“We make extensive use of our Registered Student Organization to 
serve as an ongoing [learning] lab - this group functions as a model pro-
duction company. Membership requirements include GPA, participation, 
service to community.”

“1) You can’t teach everybody everything. 2) There are fewer ‘fun-
damentals’ then we think. 3) It is easier to adjust course content than to 
revise a program at the course level. 4) It is impossible to keep ‘current.’”

“We use a 32-credit core for all students which includes Music Fun-
damentals, Intro to Business, Intro to Media Communications and Intern-
ship credits. Then students concentrate in business, music, graphic arts 
or sound production. We will be doing a major update next year. We’ve 
developed quite a few new courses and some have been included in a new 
major – Arts Management.”

“The industry program must focus on fundamental business practic-
es and acumen that can be applied to new and evolving business models. It 
is foolish to structure a program exclusively around new technological or 
business developments/models which (as in the case of the ‘dot com’ era 
debacle), prove to be quickly obsolete and irrelevant.” 

“I find incorporating industry developments and updating class con-
tent is the easiest way to tackle the problem. Offering different courses that 
are not in the standard schedule to take as an elective certainly can balance 
things out as well, but moving quickly and addressing current events plays 
well to current topics of the course. If core courses are in place that address 
the fundamentals of the industry, it is much easier to update as you move 
forward.”

(Continued on next page.)

Appendix B:  Sampling of open-ended “balancing” question 
responses from music industry curricular survey (continued).
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“Currently undertaking a significant revision of entire music curricu-
lum to better integrate with technology, education, and performance.”

“Look for content areas that can be telescoped [compressed] to cut 
credits so new courses can be added – consider completing courses in 
shorter time frame.”

“Rather than adding or subtracting courses, my upper level courses 
adapt to the industry changes every time they are offered, and have open-
ended titles like ‘Advanced Studies in the Music Business.’ Otherwise, 
you spend too much time just getting curricula approved, let alone re-
searching and actually teaching the course.” 

“With the rapidly growing body of knowledge and practices, one 
must choose carefully how to balance the competing interests of funda-
mental knowledge and new information. One tactic we use is to have 
frequent contact between students and practitioners, allowing students to 
query working professionals about current practices. More reliance is also 
placed on reading weekly trade magazines and online industry sources 
in our curriculum. Our ability to modify our music business curriculum 
is severely limited by the requirements of our host unit to take specific 
music courses. The time seems right at our institution to reconsider from 
the ground up what skills and competencies tomorrow’s graduates need to 
excel [at] in the entertainment industry and hopefully craft a new type of 
degree that would better serve the student’s needs.”

“Our program is designed to be interdisciplinary and entrepreneur-
ial in nature. As an independent center, we have a bit more flexibility in 
adding to or modifying our courses to meet changing needs. But there are 
certainly challenges in the industry being a moving target.”

“We are a multidisciplinary program in a large institution. We con-
stantly ‘shop’ outside programs for relevant new or updated courses. We 
hire young faculty, engage practitioners from our community of experts 
and stress experience learning.”

(Continued on next page.)

Appendix B:  Sampling of open-ended “balancing” question 
responses from music industry curricular survey (continued).
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“We make use of a lot of real world externships and internships as 
well as guest speakers from the music industry to keep up with the con-
stant change the industry is going through.”

“I can think of nothing more valuable than internships . . . in my 
experience the best indicator of [future] success has been the number of 
internships the student has done and the quality of the relationships they 
have created interning.”

“Given our geographic location, we have taken the approach of in-
corporating guests from the music industry into our courses as often as is 
possible/reasonable. We also make a strong effort to have our students do 
internships in locations where they have more hands on experiences and/
or interact with industry professionals.”

“Read the trades (Billboard) and constantly research new textbooks 
for possible inclusion.”

“Ongoing revision of course content and curriculum [is necessary.] 
Frequent guest lecturers and adjunct faculty that are active in the industry 
also help.”

“You have to stay current yourself and constantly change course con-
tent.”

“Be active in the industry and make sure current trends are discussed 
with students. We added a MIO (Music Industry Organization) made up 
of students sponsored through Student government association and they 
bring in guest speakers, attend workshops, and try to stay on top of things.” 

(Continued on next page.)

Appendix B:  Sampling of open-ended “balancing” question 
responses from music industry curricular survey (continued).
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“As educators/program directors we need to be constantly commu-
nicating with the music industry leaders and find out what skill sets they 
require from our students. After gaining that information, we are given the 
responsibility to teach our students those skills. We need to have courses 
that reflect the needs of the industry. This can be delivered [through] live 
lectures, via internet feed, internet course, webcasts, etc. With all the new 
technology, every institution that teaches music industry courses could 
collaborate together to develop a global/ international music industry cur-
riculum. This would require the institutions, the educators and the music 
industry to work collaboratively together to develop courses that would 
meet everyone’s needs.”

“Since our institution is not in a major city we bring guest lectures, 
musicians, and leaders in the Music Industry to speak to our students. We 
also travel to various places to make contact with people who are cur-
rently working in the Music Industry. The more the students can speak 
and/or have contact with leaders in the music industry the more current 
the information will be. This also provides them a chance to network with 
these leaders in the industry. Using every possibility to network will give 
students a better opportunity to connect within our industry. By interacting 
on a personal level the students will also gain more knowledge from the 
source.”

“All courses should be reviewed annually to assure the inclusion of 
the new knowledge and skills; and the curricula should remain ‘liquid’ 
enough to accommodate this. Instructors need to keep abreast of new de-
velopments and integrate them successfully (not always so easy, I know).”

“Read professional mags, books, etc. Utilize guest speakers, field 
trips, and class projects. Give the students opportunities to input what they 
want to learn, and/or give them a chance to teach/share info/experiences 
with the class.”

“Hands on experiences such as practicums, apprenticeships, intern 
programs, etc., are very important for the student’s success and employ-
ment in this field.”

(Continued on next page.)

Appendix B:  Sampling of open-ended “balancing” question 
responses from music industry curricular survey (continued).
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“I try to bring in fresh examples to illustrate this idea of blending 
tried and true concepts with new situations while always stressing the fun-
damental business concepts that apply, regardless of economic or other 
factors that can constantly affect the music industry. Fundamental thought 
processes are still sound in evaluating new situations and solving new 
problems.”

“Have faculty remain involved in the industry.” 

“Once a regimen of core MI courses is set (this core is the principal 
consideration, and should be modern/future-looking), they should also be 
flexible enough to allow for absorbing ongoing industry developments.”

“Our approach is to have a balance between full-time academic 
teachers and industry adjuncts co-delivering courses. This requires con-
stant revision of curriculum to ensure business fundamentals underpin 
contemporary issues as the appropriate context within which to frame the 
business curriculum.”

“Here are some of my thoughts on this:

1. Just like music students need a strong foundation in ba-
sics of theory, ear training, keyboard skills, etc., so too 
music business students need to understand basics such 
as copyright, contracts, revenue streams, etc. These 
areas are foundational and remain fairly constant even 
as business models change.

2. It is important to design courses that won’t quickly 
become obsolete and can evolve with the rapidly chang-
ing landscape of the industry. The key here is to come 
up with course titles broad enough to accept substantial 
content revisions, but still keeping a focus on the topic. 
(e.g., “Music Technology 101” as opposed to “Pro Tools 
101”...)

(Continued on next page.)

Appendix B:  Sampling of open-ended “balancing” question 
responses from music industry curricular survey (continued).
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3. It is important that students have access to individu-
als currently active in the music industry. This is not a 
problem for programs in music cities, but a big problem 
for those in smaller areas. For those students a partial 
solution is participation in as many conferences as pos-
sible.

4. Students need to get involved in organizations such 
as MEISA and Grammy U. Networking isn’t just for 
finding jobs, it’s a crucial part of their total educational 
experience.”

“We offer a certificate program, not a degree program. [It has] lots 
of case studies, guest lectures, and internships that reflect actual job op-
portunities.” 

Appendix B:  Sampling of open-ended “balancing” question 
responses from music industry curricular survey (continued).
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Endnotes

1. The author will use the term “music industry” throughout this article 
to describe any degree program that has a goal of preparing students 
for careers in any of the non-performance areas of the music and 
entertainment industry.

2. While it is the author’s belief that the completion of carefully se-
lected coursework in disciplines outside music industry studies is 
essential to the proper development of students pursuing careers in 
the music and entertainment industry, since there is an upper limit 
to how many units students may take in a given term as they pursue 
their degrees, there is a very real perception in the mind of some 
students that the various subject areas discussed in this article do, in 
fact, “compete” for a student’s time and units as they work towards 
their degrees. Thus, the author has chosen to adopt this student 
phraseology as part of the arguments embodied in this article.

3. At the author’s institution, the music industry program learning 
outcomes were developed in consultation with alumni and practitio-
ners.

4. Although the existing curricular design scholarship available in 
our own discipline will be referenced in this article, the amount of 
such research is small considering the discipline will soon mark 
its half-century anniversary. As a result, the author decided to look 
outside music industry studies for possible alternative solutions to 
some of the challenges noted above. The field of Communication 
appears to offer a greater degree of latitude in how institutions may 
construct degrees than the music industry degree programs reported 
in this study. Some of the current research in Communication, along 
with a comprehensive literature review pertaining to the field, may 
be found in Dale A. Bertleson and Alan K. Goodboy’s informative 
“Curriculum Planning: Trends in Communication Studies, Work-
place Competencies, and Current Programs at 4-Year Colleges and 
Universities.” Communication Education 58, no. 2 (April 2009): 
262-275. The authors argue that a “standardized [national] curricu-
lum…would be inconsistent with the continued growth and develop-
ment of the communication discipline.” Likewise, they acknowledge 
that institutional strengths and constraints be considered in each 
institution’s degree design, rather than a central core curriculum to 
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be followed by all such programs. They advise a general set of cur-
ricular guidelines, reflecting what coursework is found at the majori-
ty of peer institutions offering Communication degrees be consulted 
and then adapted to best suit the multiple stakeholders involved in 
each institution’s program. The method employed by Bertleson and 
Goodboy, which collected data on specific course offerings from 
148 National Communication Association colleges or universities 
offering Communication degrees, and mapping their courses offered 
provides an excellent approach to determining national trends in 
curriculum in the discipline. They then compared their results to a 
similar study done ten years earlier to detect specific courses that 
were being offered at either a growing or declining number of insti-
tutions. While such a detailed course-level analysis was beyond the 
scope of the author’s study, Bertleson and Goodboy’s approach may 
merit consideration for possible duplication within the area of music 
industry studies curricular research.

5. Due in part to the scope of this research project, the author deter-
mined to exclude any study of institution-wide external accreditors 
and their ultimate influence on the issues presented here. This may 
represent a potentially fertile area for future study.

6. This last question gained added importance to the author, as a 
number of the most capable graduates from his program’s class of 
2011 voiced regret that their course of study had not included more 
time focusing on recent industry trends and practices and a little less 
time on theory and case studies rooted in the 20th-century industry 
models.

7. The only other similar data were reported in Frederick Taylor’s 
“Academic Characteristics of Music Business Programs.” Track-
ing Popular Music Studies 3, no. 2 (1991): 1-7. Taylor’s research is 
currently available online at: http://www.icce.rug.nl/~soundscapes/
DATABASES/TRA/Results_of_a_survey.shtml (Accessed Septem-
ber 18, 2011); and Janet Nepkie’s “The Development of a Theoreti-
cal Basis for Four-Year Undergraduate Programs in Music Busi-
ness Education.” (Unpublished Ph.D. Diss., New York University, 
1992). Therefore, a more detailed and updated set of data seemed 
due. While not addressing the detailed curricular structure of music 
industry degree programs, a number of other articles considered the 
issue of housing music industry degrees within a music unit versus 
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autonomous operation. These articles will be referred to later in this 
study.

8. Only seventeen of the survey’s questions will be addressed in this 
article. The final question was an opt-in field for survey respondents 
to provide their email address in order to receive an aggregated copy 
of the survey data.

9. This list was primarily made up of institutions and/or educators 
who are or have been members of MEIEA. The 2009-2010 MEIEA 
Board graciously allowed use of the list for this study.

10. As the author conceived the methodology and data collection plan, it 
became clear that the discipline of music industry studies is one that 
has a great variety in approaches to degree construction, length of 
study, admission requirements, curricular goals, etc. Due in part to 
this variety of approaches, additional avenues for possible study will 
be suggested in the conclusion.

11. Due to the majority of respondent programs being hosted in a music 
department, including the author’s own, special attention will be 
paid to such music-hosted programs in this analysis.

12. The idea of an autonomous music studies department or center has 
been discussed at some length in at least two prior articles. David 
Sanjek’s critical appraisal of such an option was titled “A Depart-
ment of Their Own: Modest Proposals for Designing Music and 
Technology Programs,” published in the now defunct NARAS 
Journal 6, no. 1 (1995): 95-115. More recently, Robert Garfrerick’s 
excellent essay revisits the question. “Music and Entertainment 
Industry Curricula: A Case for Autonomy?” MEIEA Journal 6, no. 1 
(2006): 93-106.

13. Both quarter- and semester-systems generally comprise an academic 
year of 32-33 weeks composed of three eleven-week quarters or two 
sixteen-week semesters.

14. Taylor, Table 19, 7. Taylor reported only 1.4% relying on AACSB, 
8.8% cited “more than one” accrediting agency, and 13% report-
ing no formal accreditation. The same study showed 76% of music 
industry programs housed in music units, somewhat higher than the 
67% reported in this study. Based on this differential, it appears that 
non-music hosted music industry programs have grown at a greater 
rate than music hosted programs in the intervening years.

15. Such degrees may be accredited under the guidelines of The Asso-
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ciation to Advance Collegiate Schools of Business (AACSB).
16. Since the survey instrument did not include “Program is not accred-

ited” as one potential response, one or more of the non-respondents 
to this particular question may also have fallen into this category.

17. To provide some continuity in the reporting and analysis of the num-
ber of credits in each area, the author chose to use four credits as 
being equivalent to one course. This may not be accurate for music 
units, as will be pointed out later in this article. Based on this deci-
sion, questionnaire thresholds were set at multiples of four credits, 
i.e., 12, 24, 36, and 48 credits.

18. For NASM-accredited music units, a review of the National Asso-
ciation of Schools of Music Handbook 2009-2010 (December 2009 
Edition), states that for Liberal Arts (B.A. or B.S.) degrees in music 
with a discipline specific emphasis (i.e., music industry studies), 
“coursework in the emphasis normally occupies at least 10% of the 
total curriculum,” 76. It should be noted that NASM uses 120 credit 
hours as the basis for evaluating four-year degrees, although this 
survey’s data shows that the actual median for credit hours is 125. 
This disparity likely reflects credit hour inflation in many music 
industry programs over time.

19. See Appendix A, Question 8, for the precise wording. Autonomous 
programs were not excluded from the analysis, so it may be useful 
at a future date to look at what comprises so-called core curriculum 
for such degree programs.

20. The NASM Handbook notes that to qualify as an “Emphasis” area 
within a Professional degree (B.M.), at least 15% of a student’s total 
credits should be in the emphasis area, 78. Using the data in this 
study, that would equate to no less than 18.75 credits based on the 
aforementioned 125-credit median. The respondent data with 12 
or fewer units in the major may or may not meet this requirement 
if they are NASM accredited. Also, one might pose the question 
whether 18.75 credits is, in fact, optimal preparation for a career in 
the music industry.

21. Claudia McCain. “A Model Music Business Curriculum,” MEIEA 
Journal 2, no. 1 (2002): 14-27. Stephen Marcone. “The Opinions of 
Music Management Graduates on Music Management Curriculum,” 
MEIEA Journal 4 (2004): 43-59.

22. McCain, 23.
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23. Marcone, 43-59. Additionally, based on the results of his research, 
he replaced the required Conducting class with a class in Record 
Company Operations.

24. The only exceptions were alumni that had gone into music produc-
tion or composition-related careers.

25. The 2009-2010 edition of the NASM Handbook contains a revised 
Appendix 1.D., which expands the suggested elements of music 
industry degree programs hosted in music units, and which was 
developed in consultation with MEIEA faculty, 152-164. However, 
one may also see that the breadth of core knowledge and competen-
cies recommended for inclusion in such degrees is substantial, lead-
ing the author to question whether or not such an extensive range of 
knowledge may effectively be taught and assessed within a music-
hosted music industry degree.

26. At the time of this writing, the author is developing a course plan 
for a one-credit class for the coming year to be team taught with 
a colleague from the Communication Department addressing best 
practices and current trends in viral marketing and social network-
ing pertinent to the entertainment industry.

27. Any detailed consideration of the tension within the academy 
between the so-called “fine arts” and the business, production, 
and economic issues that surround such an arts milieu is beyond 
the scope of this article, however, such discourse is likely to be 
an important consideration in addressing the concerns which this 
research brings to the fore. As such, music industry educators would 
be wise to consult with a mix of stakeholders as part of their efforts 
to analyze and potentially adapt their degree programs. These might 
include alumni, current students, other music industry program 
directors, and forward-thinking administrators at their own institu-
tions.

28. Notably, the discipline-specific accrediting agency, which encourag-
es such extensive study in the host discipline, may at times provide 
some credit relief with respect to the area of general studies credits. 
At the author’s own institution, the university-wide regional ac-
crediting body suggests 45 credits of general studies, while NASM 
suggests only 30-35% in general studies (equating to as little as 36 
general studies credits), offering some possible relief to the credit 
overcrowding issue. However, rather than using such a prospective 
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net reduction in units to expand studies in music industry, students 
in the author’s program pursuing the B.M. with Emphasis in Music 
Industry are faced with the 54-credit core music curriculum.

29. As a practical matter, it must also be noted that so-called “non-pro-
fessional” music degrees suggested by NASM do allow for less of 
the traditional musicianship core curriculum and greater breadth of 
study. As a result, the author added a B.A. in Music with Emphasis 
in Music Management to his program’s offerings in 2004. However, 
many students studying in this degree program (which reduced the 
core musicianship credits from 54 to 40) have still voiced a pref-
erence to replace a portion of this area of study with more music 
industry coursework.

30. Music industry educator Theo Papadopoulos of Victoria University 
has been part of a team at his institution to adapt their curriculum 
to include what has been termed “integrative learning” strategies. 
These included incorporation of complex problem-solving and 
team-based learning into his curricula, within a three-semester unit 
of study called Professional Development. This was to help address 
the gaps in the knowledge, problem solving, and critical thinking 
skills that Papadopoulus and his colleagues had observed many stu-
dents lacked. (Conversation with author, March 2010). To view the 
course modules they developed refer to: http://www.vu.edu.au/units/
BFP1100; http://www.vu.edu.au/units/BFP2001; and http://www.
vu.edu.au/units/BFP3001 (Accessed September 15, 2011). For more 
information on the topic of integrative learning see “Learning That 
is Greater Than the Sum of Its Parts: Efforts to Build and Sustain an 
Integrative Learning Model in Music Management.” Chase, David 
M. and Keith Hatschek, MEIEA Journal 9, no. 1 (2010): 125-147.

31. Richard Arum and Josipa Roksa, Academically Adrift: Limited 
Learning on College Campuses (University of Chicago Press, 2011). 
The authors state, “Although growing proportions of high school 
students are entering higher education many are not prepared for 
college-level work,” 33. They cite a 1992 government report pre-
pared by the National Center for Education Statistics which stated 
that 44% of students expecting to graduate from college were either 
marginally qualified or not qualified for college, based on their 
secondary school GPA, high school rank, test scores and academic 
coursework, 34.
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32. George L. Wimberley and Richard J. Noeth, “College Readiness 
Begins in Middle School,” ACT Policy Report, http://act.org/re-
search/policymakers/pdf/CollegeReadiness.pdf (Accessed Septem-
ber 10, 2011). In this 2005 study, the authors suggest that there may 
be a misalignment between college expectations held by students 
and their families and those students’ actual high school programs 
of study, likely leaving students unprepared for the rigors of the 
academy, viii. Another factor affecting student readiness for college 
study may be the shift among some secondary institutions to re-
quire college prep coursework for all, which may not be effective in 
unilaterally addressing many students actual learning needs, thereby 
ironically, leaving them less prepared for college. See Valerie E. 
Lee and Douglas D. Ready, “U.S. High School Curriculum: Three 
Phases of Contemporary Research and Reform,” Future of Children 
19, no. 1 (Spring 2009): 135-156 for a discussion of the potential 
pitfalls of this approach to secondary curriculum.

33. For the increasing numbers of first-generation college students, add-
ed challenges may include poor time management and study skills, 
which potentially have a tremendous impact on learning outcomes 
in college. See Jeanne M. Reid and James L. Moore III, “College 
Readiness and Academic Preparation for Postsecondary Education: 
Oral Histories of First-Generation Urban College Students,” Urban 
Education 43 (2008): 240-261.

34. While many institutions, such as the author’s own, attempt to inden-
tify such students at the point of admission and route them into basic 
reading and writing skills classes during their first two semesters on 
campus, the author’s own experience has been that such programs, 
at best, produce somewhat uneven results. This problem can be 
exacerbated further if transfer students are admitted who may have 
earned passing grades at another institution but are poorly prepared 
to satisfactorily complete more rigorous work at their current (four-
year) institution. Students for whom English is a second language 
make up yet another subset that may need additional attention to be-
come successful generally in college and specifically in their major. 
For more on the outcomes of so called “remedial” college courses 
consult Paul Attewell, David Lavin, Thurston Domina, and Tania 
Levey’s article, “New Evidence on College Remediation,” The 
Journal of Higher Education 77, no. 5 (Sept.-Oct., 2006): 886-924.
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35. For more information on Cat 5 Publishing, visit http://www.cat5mu-
sic.com/about.html (Accessed June 1, 2011). For more information 
on Orangehaus Records, visit http://www.orangehausrecords.com/ 
(Accessed June 1, 2011). A so-called student-centered learning com-
munity focuses, at least in part, on pedagogies that result in excep-
tionally high levels of engagement by a particular group of students. 
Both curricular and co-curricular elements can help support such 
pedagogies. Examples might include on campus production com-
panies, live sound services, booking bureaus or any student-led 
business venture, which draws on previous studies in the program. 
See the Intercollegiate Record Label Association for more informa-
tion on such models, http://studentrecordlabels.com/default.htm 
(Accessed May 20, 2011). A more formal approach can be seen in 
recently added curricular programs focusing on popular songwrit-
ing, such as those found at University of Miami, which initiated its 
Minor in Creative American Music, and the University of Southern 
California, which has added a B.M. performance degree in Popular 
Music.

36. A hypothetical case makes this point clearly. If a music industry 
student were only to study classical musicology, then be hired by a 
recording company that specialized in jazz or world music, would 
she be able to operate with agency in that environment? Conversely, 
studying only popular and jazz music history would likely leave a 
gap in one’s knowledge upon hire by a classical orchestra. The point 
is, based on regularly available course offerings, students should 
have some say in determining how best to prepare for their own 
intended career path.

37. Another interesting development is the creation of a Minor in Music 
Industry, as was reported by 4% of respondents. The author’s own 
institution recently added such a twenty-credit Minor and has al-
ready seen interest for this course of study from music performance 
majors as well as students outside the music unit.

38. Nepkie, 119. In the same study, the author noted that established 
programs not housed in music departments, such as those then 
found at Belmont University and Middle Tennessee State University 
mandated far less music study, thereby allowing for more music 
industry coursework, 126.

39. Don Cusic, “Why Music Business Programs Should Not Be in 
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Music Departments,” Popular Music & Society 15, no. 3 (Autumn 
1991): 117-122.

40. Such programs also hew more closely to the philosophical approach 
cited earlier that has been adopted to some degree in the field of 
Communication.

41. Garfrerick, 97.
42. Garfrerick also states that the rise in music industry program enroll-

ments over the past thirty years has “in some cases created a cycle 
of perpetual poverty for music industry programs…since they at-
tract [more] students faster and more easily than traditional music 
programs.” He also states that music industry student tuition dollars 
may “go disproportionately to other programs in the department, 
especially those programs that are expensive to run and do not have 
a high payoff in student enrollments,” 94. This argument may help 
explain why the current study identified a large proportion (40%) 
of programs that have a limited number of music industry courses 
required in their degrees.

43. For more information on Delta State’s program, see http://www.del-
tastate.edu/pages/1290.asp (Accessed February 1, 2011). For more 
information on Columbia College Chicago’s programs, see http://
www.colum.edu/academics/aemm/index.php or the advising guide 
at: http://www.colum.edu/Academics/AEMM/PDF_Folder/AEM-
M2011AdvisingGuide.pdf (Accessed May 23, 2011).

44. Based on the foregoing discussion, advocating for significant chang-
es to music industry degrees is likely to result in varying degrees of 
friction at various institutions, in large part because music industry 
students often make up significant enrollments in host discipline 
courses, e.g., ensembles, which are reflected in institutional reports 
that are used to determine resource allocations. While such dialog 
may result in spirited disagreements, it is the author’s hope that the 
majority of educators and administrators can agree that considering 
what will best prepare students for post graduate success, based on 
a thoughtful and comprehensive analysis of evidence and facts, not 
historical ideals or protection of the status quo, will be used to help 
foster changes where needed to best serve students and to the degree 
required, the needs of industry.

45. In an effort to provide greater clarity for consumers of such degree 
programs, and in light of the documented growth of music industry 
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related degrees, minors, certificates, diplomas, and such, it seems 
reasonable to suggest that in the discipline’s own self-interest, music 
industry educators should strive to provide better differentiation 
between the various types of programs, in part through publication 
of each program’s intended learning outcomes. Doing so would not 
only help to better inform consumers about such higher education 
programs but could also be used to guide effective program assess-
ment and possible future research.

46. For instance, the current survey was not designed to disaggregate 
respondent data by any parameter. As an example, two-year vs. 
four-year programs self-identified in a single question, and then 
continued with the rest of the general survey. A future survey design 
might offer a “trunk” with a few general questions and then specific 
“branches” for similar types of programs or degrees (e.g., record-
ing industry, music merchandising/products, music entrepreneur-
ship, etc.) thereby providing more detailed segmentation for further 
analysis.

47. For an overview on the emerging field of interdisciplinary studies 
see Ilana Kowarski, “Newly Customized Majors Suit Students with 
Majors All Their Own,” Chronicle of Higher Education, September 
5, 2010, http://chronicle.com/article/Newly-Customized-Majors-
Suit/124284/?sid=at&utm_source=at&utm_medium=en (Accessed 
May 20, 2011). Note the similarity in this article’s title to Sanjek’s, 
“A Department of Their Own…” previously cited, showing that this 
thread of thought pertaining to strategies to give faculty and students 
more “ownership” of their programs is not in fact, entirely novel.

48. Ironically, tracking longer-term outcomes of program graduates is an 
area that may offer the best evidence of efficacy of undergraduate 
training, yet few schools as of yet appear to invest in such research. 
Furthermore, at the 2011 MEIEA Conference, a three-part workshop 
on assessment best practices shared insights into best practices for 
assessment in higher education.

49. Garfrerick ended his 2006 article with the thought-provoking ques-
tion of whether or not music industry had finally attained the critical 
mass necessary to stand alone as a discipline. He then concluded 
that all music industry programs deal with the issues that he ad-
dressed to greater or lesser degrees (and which issues are expanded 
upon in this article). He suggested program directors consider his 
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questions with urgency. Five years afterwards, the challenges for 
many music industry educators outlined in this study seem at least 
as compelling as Garfrerick’s and certainly worth an attempt to 
answer.



MEIEA Journal 209

References

Arum, Richard and Josipa Roksa. Academically Adrift: Limited Learning 
on College Campuses. Chicago: University of Chicago Press, 2011.

Association to Advance Collegiate Schools of Business. http://www.
aacsb.edu/about/default.asp (Accessed September 23, 2011).

Attewell, Paul, David Lavin, Thurston Domina, and Tania Levey. “New 
Evidence on College Remediation.” The Journal of Higher Educa-
tion 77, no. 5 (Sept.-Oct., 2006): 886-924.

Bertleson, Dale A. and Alan K. Goodboy. “Curriculum Planning: Trends 
in Communication Studies, Workplace Competencies, and Current 
Programs at 4-Year Colleges and Universities.” Communication 
Education 58, no. 2, (April 2009): 262-275.

Chase, David M. and Keith Hatschek. “Learning That is Greater Than the 
Sum of Its Parts: Efforts to Build and Sustain an Integrative Learn-
ing Model in Music Management.” MEIEA Journal 9, no. 1 (2010): 
125-147.

Cusic, Don. “Why Music Business Programs Should Not Be in Music 
Departments.” Popular Music & Society 15, no. 3 (Autumn 1991): 
117-122.

Garfrerick, Robert. “Music and Entertainment Industry Curricula: A Case 
for Autonomy?” MEIEA Journal 6, no. 1 (2006): 93-106.

Intercollegiate Record Label Association. http://studentrecordlabels.com/
default.htm (Accessed May 20, 2011).

Kowarski, Ilana. “Newly Customized Majors Suit Students with Ma-
jors All Their Own.” Chronicle of Higher Education, September 5, 
2010: 18-19.

Lee, Valerie E. and Douglas D. Ready, “U.S. High School Curriculum: 
Three Phases of Contemporary Research and Reform.” Future of 
Children 19, no. 1 (Spring 2009): 135-156.

Lumina Foundation. “The Degree Qualifications Profile: Executive Sum-
mary.” Indianapolis, Ind.: Lumina Foundation, 2011.

Marcone, Stephen. “The Opinions of Music Management Graduates on 
Music Management Curriculum.” MEIEA Journal 4, no. 1 (2004): 
43-59.

McCain, Claudia. “A Model Music Business Curriculum.” MEIEA Jour-
nal 2, no. 1 (2002): 14-27.

National Association of Schools of Music Handbook 2009-2010 (Decem-



210 Vol. 11, No. 1 (2011)

ber 2009 Edition). Reston, Va: National Association of Schools of 
Music, 2009.

Nepkie, Janet. “The Development of a Theoretical Basis for Four-Year 
Undergraduate Programs in Music Business Education.” (Unpub-
lished Ph.D. Dissertation, New York University, 1992).

Papadopoulos, Theo. Interview and correspondence with author, March-
April 2010.

Reid, Jeanne M. and James L. Moore III, “College Readiness and Aca-
demic Preparation for Postsecondary Education: Oral Histories of 
First-Generation Urban College Students.” Urban Education 43 
(2008): 240-261.

Sanjek, David. “A Department of Their Own: Modest Proposals for De-
signing Music and Technology Programs.” NARAS Journal 6, no. 1 
(1995): 95-115.

Schamber, Jon. Correspondence with author regarding Communication 
degree program components, September 11, 2011.

Taylor, Frederick. “Academic Characteristics of Music Business Pro-
grams.” Tracking Popular Music Studies 3, no. 2 (1991): 1-7.

Wimberley, George L. and Richard J. Noeth. “College Readiness Begins 
in Middle School.” ACT Policy Report. http://act.org/research/poli-
cymakers/pdf/CollegeReadiness.pdf.



MEIEA Journal 211

Keith hatScheK is Associate 
Professor and Director of the Music 
Management Program at the Con-
servatory of Music, University of the 
Pacific in Stockton, California. He is 
the author of two books: The Golden 
Moment: Recording Secrets of the 
Pros published by Backbeat Books 
(2006), a compendium of fifty inter-
views with leading engineers and pro-
ducers discussing the art and craft of 
music recording and How To Get a Job 
in the Music Industry (Berklee Press, 
2007) which provides career develop-
ment tools and strategies for young 
music professionals. He contributes a 
monthly column to the online music 
blog, Echoes-Insights for Independent 

Artists, and has recently published interdisciplinary research titled: “The 
Impact of American Jazz Diplomacy in Poland During the Cold War Era,” 
in Jazz Perspectives, vol. 4, no. 3. In the article, the 1958 tour of Poland by 
the Dave Brubeck Quartet is analyzed for its social, political, and musical 
influence on Polish culture.

The author would like to acknowledge colleagues Jerry Post and 
Mike Rogers for advice about the data collection portion of this project. 
Jace Hargis, David Chase, and Sarah Waltz also provided valuable in-
sights after reading early drafts of the article.


