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the Faculty will be occupied by classes in that time, causing increased pressure on spaces at other 
times. The Performing Arts School’s decision that all of its students will take lunch from 1-2pm has 
meant we’ve lost the flexibility to work slightly different hours and maximise space usage and is likely to 
put huge pressure on the cafeteria services. The aim is to allow students of Dance, Theatre, Production 
and Music Theatre to lunch together and it has theoretical attractions but presents practical difficulties. 

 Curriculum Review: We would thoroughly welcome this and only wish it had taken place much sooner. 
Such a review should consider what the VCA has been doing, is doing, what is done by leading arts 
training organisation around the world and how students will best be prepared for a career in their 
chosen art-form. It should be independent and without any agenda other than to define the best way 
forward. It should have input from teaching staff (both permanent and sessional), students and the arts 
industry. It should articulate clearly the mission of the VCA and develop curricula to support that mission. 
The fact is, rather than this, the Management of the Faculty of VCAM and the University have been 
shaping a curriculum primarily in response to budgetary issues (which are real and substantial) and to fit 
into an academic model that we believe works counter to the objectives of excellence in artistic training. 
This has been characterised as ‘reviewing’ the curriculum. This seemingly pragmatic approach cannot 
work if the end result is that the courses, however affordable and however neatly they fit into the 
University’s branding, means that we can no longer offer appropriate training to our most talented artists. 

Although there are clearly points from the 1998 review that still have currency, as we’ve just discussed, it seems 
to us that rather than be guided by a twelve-year- old document, it would be better to have an entirely new look 
at curriculum requirements, delivery and what is needed to support these objectives. 
 
Q.2: In what ways might the students at VCAM who don’t currently have access to University of 
Melbourne breadth be introduced to subjects that broaden their knowledge whilst maintaining the depth 
of discipline excellence? 
There are a number of questions raised by this question. Firstly, what knowledge do students require beyond 
their discipline? How do we best serve those needs? Can we require students to be interested in the world? In 
our teaching in the Bachelor of Music Theatre we constantly encourage engagement with the world, with current 
affairs, with literature and art-forms beyond that being studied by our students. From the beginning of first 
semester in first year we have urged them to read the papers, to study human behaviour, to think enquiringly 
about their culture and its impact on their personal choices and to investigate history, pointing out to them that 
art is indivisible from the world; from history, culture, politics and economics. Most of them are excited by these 
challenges and some are not. In the first semester of their first year, it was interesting to note in their self-
assessments how many students wrote that one of their personal objectives was to be more in touch with the 
world: to read newspapers and watch the news. Yes, breadth may facilitate this process. The core curriculum 
subject at the VCA (known as CFI) could also provide such support (although in their current form, the 
curriculum certainly seems to lack rigour and purpose). The question remains: is breadth the way? The only 
way? Is 25% the right proportion of time to be spent outside their discipline? 
It has been frustrating to so often see objections to the Melbourne Model characterised as merely objections to 
breadth, or even to the notion of academic content. We have no argument against artists in training gaining a 
broad cultural understanding to complement specialised training. The question with the proposed changes to 
curriculum necessitated by the Melbourne Model is whether the highly specialised training of an artist in their 
particular discipline will actually be given sufficient time, or whether in fact aligning with this style of degrees, with 
their vastly reduced contact hours and the breadth component, actually leaves insufficient time for the 
development of specialisation to the required elite level.  
The Discussion Paper offers Juilliard as an example of a leading training institution that encompasses liberal arts 
training. Yes, Juilliard includes liberal arts study in its highly respected practical courses. But Juilliard students 
have at least 40 contact hours per week, not including rehearsal hours, which often take place at night. Our 
research into courses with comparative objectives to ours in the UK and the USA have so far failed to find any of 
exceptional standard that have less than 32 practical contact hours per week. This year our Bachelor of Music 
Theatre students at the VCAM have an average of 20.5 contact hours, of which 16.5 are practical training. 
Obviously, if we wanted parity with the best training courses in the world, which seems to us the way for VCA to 
lend prestige the University, the total would be higher rather than lower. 
If we were to take 25% for breadth out of our current 20.5 contact hours the shortfall would have a serious 
impact on the level of practical training in lowering that total to 14.5 (assuming we would still want students to 
undertake specific academic study of their own discipline). But our discussions with the VCAM Head of Music 
about the possibility of Music Theatre being offered as a stream in Music under the Melbourne Model revealed 
that the total practical contact hours for our students in a Bachelor of Music would be more likely to sit at around 
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10, which clearly made it an untenable option and therefore not one any of us has pursued. The issue of breadth 
is therefore indivisible from and complicated by total contact hours – it is a matter of balance and time as much 
as anything else. 
It’s important to note that on the question of breadth, the Discussion Paper makes two statements that run 
counter to anything we have been told for the past year. One is ‘These breadth requirements are not unchanging 
and inflexible...’ and the other that there is a desire to ‘...ensure they are tailored to the needs of each course.’ 
(p.20). There has hitherto seemed little flexibility in the percentage of New Generation degrees devoted to 
breadth: such potential to decrease it is strongly encouraged. 
The second statement is more confusing: given that the point of breadth seems to be to allow students to 
experience learning for subjects beyond their discipline and that indeed such subjects must be taken outside the 
Faculty in which the student is studying, the idea that breadth could be ‘tailored’ in this way seems to be 
contradictory and in fact, the Discussion Paper makes this very contradiction on page 22: Southbank students of 
the practical arts may not be interested in academic subjects in other fields’ (my emphasis).  However, were 
overall practical contact hours maintained in proportion to their current level, or were breadth load to be reduced 
and the flexibility of choice and tailoring to be increased, there might be more potential to add value to VCA 
students’ degrees. A student who takes a breadth subject in algebra or corporate law may serve a personal 
interest, without it necessarily being particularly complementary to their studies. Students of Music Theatre who 
were able to learn more about production, music composition or contemporary dance might indeed gain a wider 
perspective on their art-form, although the value of this may also be decreased if such courses were devoid of 
practical application. Breadth subjects only work financially for the Faculty offering them if the costs are kept low. 
One teacher for a lecture theatre of 100 students, subjects that are delivered online – these are options that 
have been offered to us as a way that breadth might be used to bring money into practical arts programs. In the 
early stages of discussing an undergraduate degree in Music Theatre under the Melbourne Model (before it 
became clear that this was an impossibility), we were encouraged to develop these kinds of options for ‘breadth 
in’, with the lure that we would 25% of a student’s CSP value for very little cost. It makes financial sense, but the 
flip-side is that we would need to safeguard the value our students might get from their 25% ‘breadth out’ time in 
the same circumstances. 
These two issues: the ability to tailor ‘breadth’ and to limit its impact on the percentage of contact hours are 
essential. This component would need to replace CFI (12.5 credit points) in a curriculum that still allowed 
appropriate levels of practical contact hours. Whether it would be better to replace CFI rather than review and re-
design it, should be a part of a larger curriculum review and not just decided by financial considerations.   
Breadth of learning is great: it just can’t be at the expense of deep immersion in the discipline of artistic practice. 
 
 Q.3 What changes might be made to enhance the Faculty’s attractiveness to talented international 
students, given the absence of major scholarship programs and 
Q.4: What changes might be made to enhance the Faculty’s involvement in international partnerships 
and student mobility, including within South-East Asian and Pacific arts contexts and influences? 
Again the Discussion Paper cites Juilliard and also Guildhall as examples of arts’ training institutions that have 
respectively 30 and 40% international students. The obvious point must be made that both of these institutions 
are in the Northern Hemisphere: Australia’s geographical isolation must be given some consideration here. If you 
look at it purely in terms of kilometres, a student who travels from Perth to attend VCA has travelled as far as a 
Guildhall student who came from Baghdad: further than most students who come from Europe. But leaving that 
aside… 
On page 19 of the Discussion Paper there is a quotation from the Heads of Agreement that is key: 
‘…bringing to the University the international reputation and distinctive pedagogy of the VCA’. 
It is not coincidental that these two are linked. International appeal comes from what is offered by courses. 
Essentially, the VCA will have international appeal if it provides extraordinary opportunities for artists to immerse 
themselves in the practice of training, and that training produces people who are exceptionally talented and well-
trained in their craft. We are not averse to any changes to curriculum and structure that have this primary 
objective. But nothing that we have heard from the Dean or any Heads of School over the past year have led us 
to believe this will be likely happen within the structure of the Melbourne Model, nor if the VCA pursues the aim 
to offer courses that are commensurate with a ‘research-led University’ rather than vocational training. 
On a more specific level, the loss of Music Theatre from the course offerings is a major blow to international 
recruitment. Music Theatre is enormously popular in Asia. Cameron Mackintosh Australia, The Really Useful 
Group (Lord Andrew Lloyd Weber), Gordon Frost Australia, James Cundell Australia, DCE Group, Louise 
Withers and Associates – all the major production houses for Australia have been touring Music Theatre shows 
yearly into Asia (with Australian casts and productions) since the early 90’s. Miss Saigon, Les Miserables, The 
Phantom of the Opera, CATS, Chicago, Mamma Mia and Oliver have all toured numerous times. In fact, 
Phantom and CATS have been through Asia no fewer than five times, with another extensive regional tour of 
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China planned for CATS in 2010/11. The tours regularly include South Korea, Singapore, Hong Kong, Japan, 
Taiwan and China. South Korea has an average of forty professional productions touring at any one time. There 
are currently negotiations taking place with the Chinese government to build a purpose-built theatre to house the 
new Lloyd Weber show and another arrangement for a ten year contract to bring in international Music Theatre 
productions to Shanghai. Most of these casts and crew will be sourced from Australia.  
One of the major appeals that Melbourne has over Perth, despite the long-established reputation of WAAPA’s 
Music Theatre course, is that Melbourne is also a vibrantly artistic city, with a particularly healthy appetite for 
Music Theatre, as a recent article in the Sunday Age ‘Boards of Appeal’ shows (from 17th January, attached as 
Appendix A). The capacity to study Music Theatre in a city where students can value-add to their learning 
experience by seeing everything from big Broadway shows to cabaret to independent productions of new forms 
of Music Theatre; to diversify their understanding of the three disciplines of their art-form by exposure to a wide 
range of music, dance and theatre and to further enrich their artistic and cultural life through access to a 
multiplicity of other artistic experiences would be a major selling point for such a course in Asia. 
Our expectation was that we would start offering places for international students after our new Bachelor of 
Music Theatre had been bedded down over the first one or two years. With only WAAPA and La Salle in 
Singapore to serve the needs of all potential Music Theatre performers looking for the elite training in our near 
region, there was clearly a huge market to be tapped. Over the past year we have had approaches from training 
institutions in the UK and Asia to look at partnership possibilities in various ventures, none of which, obviously, 
we are able to pursue with a suspended course. It seems logical, if looking at future international recruitment to 
look at where the arts markets around the world are healthiest and therefore what potential overseas students 
might want to train in. On a purely practical level – even leaving aside our desire to provide leadership in the 
artistic practice of Music Theatre performers and the creative development of new and existing forms of Music 
Theatre - supporting the needs of an under-graduate training course in Music Theatre (which can then lead to 
post-graduate study) will provide extraordinary international recruitment opportunities.  
However, students won’t just make the huge commitment to international study without the right course to attract 
them. Potential overseas students who are constantly exposed to highly skilled Australian Music Theatre 
performers in touring shows may well look to Australia for training opportunities, but they will need to feel sure 
that those opportunities are equal to the best that the UK and USA have to offer. They will need a curriculum and 
teachers that can best deliver these aims. VCA has historically employed teachers who are also highly skilled 
and experienced arts practitioners, most of whom still practice their art, which means a higher than usual 
proportion of sessional staff. The benefits are clear: the staff and visiting teaching artists bring to the students 
direct professional experience and students have the opportunity to see their teachers ‘practice what they 
preach’. At CALARTS in the US (cited several times in the Discussion Paper): the staff biographies on their 
website list their experience as performers and their experience is extensive and current. Or the Royal Academy 
of Music: 

All teaching staff are also currently working in the professional theatre, and from time to time deputy 
teachers, who are also active professionals, are used. (Royal Academy of Music 2010 Prospectus)
  

Or Guildford School of Acting, which has one of the best vocational courses for Music Theatre performers in the 
world: 

GSA only employs the best teachers of acting, singing, dancing, stage management and technical 
theatre. All our staff have a performing arts industry background and many still work regularly as actors, 
directors, designers, dancers, singers, musical directors, choreographers, stage managers, lighting 
designers and technicians. GSA thrives on a faculty that is continually revisiting the professional world to 
bring the very best of current practice into the life of GSA. 
(www.conservatoire.org/home/index.php?dept=21&s=417&ss=422&id=422) 

There is benefit too in having permanent, dedicated teachers, but visiting artists and sessional staff must remain 
a significant be part of the staff profile. Expecting all teaching work to be undertaken by permanent academic 
staff is quite possibly a very sound idea for academic courses in a University – for both the staff and the 
University – but again this academic model is simply not appropriate here.  
In addition, auditions must be maintained to select only students of exceptional talent. Class sizes need to be 
appropriate to the subject and its delivery (studio-based training, not mass lectures) with ratios that are 
measured by their appropriateness to the specific pedagogical objectives rather than their synchronicity with 
completely different courses in the University. We return to Glyn Davis’ paper and his clear understanding that 
the visual and performing arts often require studio-based teaching, which by its nature must have low 
staff:student ratios to satisfy the learning needs of the students. CALARTS has 7:1, The Royal Academy of 
Music, London 8.2:1. In this context, VCA’s ratio of 7.4:1 seems absolutely in line with industry standards, which 
must be met if we are to compete for students internationally. 
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We are aware that all we have listed above is expensive. But international students pay high fees for entry into 
Australian tertiary courses and they need to be provided with the best value for that considerable outlay. Indeed, 
all students of exceptional talent must be given the very best opportunity to develop it, for the sake of artistic 
excellence, both nationally and internationally. There is no point in just hoping that Asian students will chose 
Australian courses because they’re closer than New York. The internet provides information about courses all 
around the world instantly: our courses must equal the world.  
And the website itself must be more dynamic, more individual. It’s been very instructive to look at the websites of 
all of the best training institutions in our field: their websites are rich with detail and inspiring to view and read. 
The UoM’s re-branding of all VCA publications – printed and online – in the University’s shade of blue, with 
uniform fonts and University-approved layout have lessened our ability to make an impact in our communications 
that makes the spirit soar. Students of the creative arts seek inspiration and energy – when they are looking for a 
place to learn they are looking for a place that nurtures their creative spirit.  The loss of the VCA logo with its 
distinctive and elegant design was removed as part of the process of being subsumed into the University. 

The emblem of the Victorian College of the Arts is a form of pentagram, a traditional form for the five 
senses. It thus refers to the various modes of perception and, by implication, to their aesthetic functions 
in the various arts. The five principal curves comprising the figure are in reality a single continuously 
interweaving band and this alludes to the unity and interrelation of the several arts the College seeks to 
promote. Lenton Parr 
Parr’s version of the pentagram has an Escher-like quality that reverts the gaze to the central star, 
infiltrating the idea that artistic inquiry leads to illumination and strength. (‘Creating the Victorian College 
of the Arts’, Macmillan, 2000) 

If we’re talking about branding and marketing, the simple difference is this: the University brand is not associated 
with excellence in practical, artistic training (with the arguable exception of some Music courses). The VCA 
brand is only associated with excellence in practical, artistic training. So if we want to recruit international 
students of exceptional talent who want practical, excellent training in their art-form, the VCA logo should be 
restored, and each School or course must be supported and enabled to appropriately design their visual 
communications for maximum impact on their target markets. 
Equally, the VCA’s mission should be clearly defined, allowing potential students to understand not only the 
nature of courses but the culture they will be entering into on campus and beyond. We propose that the VCA 
should continue to develop and improve its reputation as an institution of elite practical, studio-based training for 
future professionals in the Visual and Performing Arts situated ideally in the Southbank Arts Precinct. To produce 
highly skilled, motivated, autonomous artists ready and eager to further enhance the cultural life of this city, the 
nation and beyond. To lead rather than to follow, to create rather than to replicate, to nurture, cherish and 
celebrate the particular needs of each discipline and provide a safe, artistic environment to support the 
specificity of the individual. 
As to the question of student mobility and partnerships, these have to be secondary questions. To look for ways 
to bring partners and students into our programs, we first have to be able to clearly articulate what we are doing. 
We need to have a brilliant product to sell. 
Q.5: Which of the options will provide the most appropriate educational outcomes for students? 
Before we get to the particular level of degrees, we would like to touch on an issue that has been causing us 
some concern. This is the proposed transitioning from the pedagogy said to be in place at VCA: 
‘apprenticeship/certification/entitlement’ to one of ‘discovery/ownership/accountability’.  Despite devoting some 
energy over the past six months to investigate the specifics of Dr. Chervitz’s model, including reading his article 
specifically addressing arts training ‘Re-envisioning the Arts PhD: Intellectual Entrepreneurship and the 
Intellectual Arts Leader’ and emailing questions to him to which he kindly responded, the gulf between what he is 
advocating and what we do currently doesn’t seem to be as wide as has been inferred. In fact, it would be more 
accurate to say that the particular means by which we deliver our course is better described as 
‘apprenticeship/discovery/ownership/accountability’ – to which we might also add ‘experimentation, reflection, 
interrogation, testing, adaptation’ and a thousand other active nouns. Apprenticeship seems to be dismissed as 
rather old-fashioned, possibly because artists and craftspeople have always learned their trade this way, but its 
endurance should not be dismissed lightly because of this. An expert teaching artist sharing their skills, 
experience and understanding with the next generation is nothing to be sneered at. 
Re-examination and innovation in education is essential, but there are certain unavoidable principles. Cherwtiz 
and Beckman’s statements that: 

Art students are held captive in small groups during their undergraduate training… Music students are 
sequestered in practice rooms for hours at a time… (‘Re-envisioning the Arts PhD: Intellectual 
Entrepreneurship and the Intellectual Arts Leader’ Richard A. Cherwitz and Gary D. Beckman, 2006) 
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…deny some unavoidable centralities in an artists learning experience. Actors need someone else to act with. 
Musicians (including singers) need to practice. Indeed, we consider the act of practice crucial to the issue of 
‘ownership’ in learning. 
So given that it is our belief that the gulf between these ideologies is not so wide, what is causing us concern? It 
is the fact that this shift in pedagogy seems more like a justification for reduced contact hours, larger class sizes 
and increased staff: student ratios. A philosophy to justify pragmatism. 
Curriculum Alternatives 
To begin with, we would like to address the international standards for Music Theatre training. Please refer to the 
document ‘Undergraduate Courses’ in Appendix B for some examples of overseas courses. 
Clearly, to be in step – nationally and internationally – and provide our students with the level of qualification that 
is recognised as standard throughout the world, we should be offering Bachelor degrees of three or four years 
duration. If our aim is to start with educational objectives and outcomes that are best for students, Bachelor 
degrees are required.  

But again the problem we face here is that UoM Bachelor degrees are very particular in structure. They are more 
academic and less practical than those at VCA.  The Melbourne Model has been designed to shift the most 
intensive and specialised aspects of training to post-graduate study. New Generation Melbourne Model degrees 
have been designed primarily for academic study and are ill-fitted to VCA courses. The VCA has traditionally 
offered intensive and specialised training from the first day of first year, because that is what our students want 
and need, with further intensive training also available in post-graduate courses. Whilst it is undoubtedly true that 
students in other faculties of the University may not wish to be ‘...forced to make a career-limiting choice in 
secondary school’ (D.P. p.22) that is far from true of VCA students, who are passionately committed to their 
chosen career: if they weren’t, they wouldn’t make it through the interview part of our audition process. In most 
cases prospective VCA students have been training within and privately outside the secondary school system for 
many years with the sole intention of elevating their skills to a standard where they can fully specialize at 
Undergraduate level. They have endured 12 years of a general education with the hope they will get to 
specialise at the entry level of their tertiary education. Others have already undertaken university study but have 
come to VCA for specialised vocational training in their art-form. 

MELBOURNE’S NEW GENERATION DEGREES: As attractively as the Discussion Paper has described this 
option, the reality that we have been grappling with is very different. Reduced contact hours alone make this an 
impossible option for Music Theatre, as we have previously described. In order to provide world’s best practice in 
Music Theatre training, a Bachelor degree in Music Theatre (whether under that name or any other) would have 
to resemble more closely the structure of conservatories like GSA and Mountview. 
We want to make it clear again that our problem with New Generation degrees is not just about the principle of 
breadth. If, for example, breadth brought in more money to the program and that money was able to be spent on 
increasing practical contact hours to at least the level we have at the moment – ideally slightly more – some of 
the concerns about breadth would disappear. In saying that, as Course Coordinators we have never wanted our 
students to spend every minute in class. We believe in the virtue of self-directed study and indeed the teaching 
strategies all of our teachers have developed accelerate autonomy and self-directed learning. Our experience 
has told us that students who spend every hour in class don’t improve as much because they don’t have 
sufficient time to practice, reflect, absorb and question what they are learning. Having said that, if money was no 
object, we would want between 30 and 32 contact hours altogether, which may sound terribly high (especially 
compared with University norms) and seem contradictory to what we just said about self-directed study but it 
must be remembered that we train three disciplines, not one. In fact, there are really four strands to effective 
Music Theatre training: the training three separate and equal disciplines and the combination of those 
disciplines. With that understanding, what we are therefore suggesting is in relative terms very modest. 
The problem as we see it with the New Generation degrees is that the money breadth subjects might bring to 
VCA programs can’t, to our knowledge, be spent on ‘buying back’ the contact hours they take away. If the 
prescribing of contact hours was able to be set by the needs of the individual discipline, rather than by received 
structures, the loss of contact hours could be minimised or eradicated. 
Additionally, we would prefer that there was able to be some ‘tailoring’ of breadth, to allow students at the VCA 
to multi-skill in allied areas, rather than find themselves spending 25% adrift from their central purpose. It would 
also be important to consider the place of individual theoretical studies on the chosen art-form and their effect on 
the balance of theory and practice. We are unable to support the idea that our students should spend 25% doing 
breadth and continue to spend another 12.5% in their Philosophy of Performance class. 37.5% of their time not 
doing what they are training too do is too much - especially when their training is multi-disciplinary. 
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In effect, if breadth were to be introduced to practice-based degrees the following options would be far 
preferable to what has been pursued so far: 

 Contact hours: The impact on total contact hours needs to be considered within the context of the 
specialised nature of study in VCA programs. This could be effected by: 

1. Allocating contact hours differently to breadth subjects than to practical contact hours. According 
to a Juilliard student we’ve consulted, this happens with the liberal arts stream of their acting 
course, which takes up far less time than practical studio studies worth the same amount of 
credit points. 

2. If, as the Discussion Paper says: ‘breadth requirements are not unchanging and inflexible...’ it 
would be better to consider reducing their weighting to 12.5%, which would mean that it simply 
replaces CFI. Of course, this does create a disparity between ‘breadth in’ and ‘breadth out’ but 
would represent a better balance for our programs 

 Content: ‘...ensure they are tailored to the needs of each course’. If a breadth course could be created 
that had two strands each of 12.5%: one that covered the cross-arts historical learning currently the 
province of CFI and one that specialised in an art-form (taking the place, in our instance of ‘Philosophy 
of Performance’ which is a detailed study of Music Theatre in Australia and internationally – past, 
present and future) it would have clear educational benefits to students. The question is whether the 
University is willing to tailor a program to this degree and if so, which Faculty runs it. Possibly, in order to 
make it a ‘breadth out’ subject, it could be run by Arts. This would effectively take care of the ‘breadth 
out’ requirement and provide students with what they currently receive without impacting on the structure 
of courses. 

But without these significant changes, which have never seemed likely to be considered and may not be 
welcomed, it is difficult to see how the New Generation degrees can truly serve the needs of artistic training and 
we certainly feel this is so for Music Theatre. We do not dismiss out this option lightly or thoughtlessly. We have 
spent most of 2009 trying to find a way for Music Theatre to fit within the current structure New Generation 
degrees. We have had numerous discussions with the Heads of Music and Performing Arts and the Dean of the 
Faculty so that we can best understand the framework and find a place within it. But Music Theatre training 
simply cannot squeeze into such a small space. 
PRACTICAL DEGREES AND DIPLOMAS: We are pleased to see that Music Theatre is at last mentioned in the 
Discussion Paper under the Option 1, practical degrees and diplomas. In none of the other listings of current 
courses running in the Faculty is Music Theatre mentioned, which is distressing to us and no doubt will be so to 
our current students. Nowhere apart from here does Music Theatre seem to figure in the future possible plans of 
the VCA. We point this out not to be petty, but to illustrate the how the amalgamation has lessened rather than 
expanded options for students. Sadly, Music Theatre seems only to be considered worthy of the lowest level of 
degrees discussed.  
VET programs do have the advantage of being vocationally oriented and practical. Their disadvantage is their 
status and funding concerns. They have the potential to be seen as ‘lesser’ degrees and therefore bring the 
expectation of a poorer quality of training, which can affect recruitment and may make it less easy for graduates 
to be taken seriously in an extremely competitive profession. The financial concern is that we might find places in 
such courses have to be entirely funded by the students’ fees. FEE-HELP notwithstanding, this would 
undoubtedly have an effect on our ability to attract the best students. Since the Australia Council’s 2001 survey 
‘Don’t give up your day job’ made public the earnings artists gain from their creative work, subsequent ABS 
census figures have continued to support the survey’s finding that the potential for a performer to earn a 
reasonable living from their art is low and the unemployment rate extremely high – 95% at any one time for 
performers. Students are often aware of this (after all it’s why so many parents express concern about their 
children becoming artists) and are reluctant to saddle themselves with significant debt before their working life 
has even begun. 
ASSOCIATE DEGREES: We are surprised to see this option in the Discussion Paper and take in good faith that 
it is being presented as a real offer as part of the total review process. The Dean of the Faculty of VCAM some 
months ago mentioned an Associate Diploma structure to us as a possibility for Music Theatre post-2011, with 
the option that students who wanted to upgrade their degree to a Bachelor at the end of the Associate Diploma 
could do an extra year of academic study, which would then make them eligible for Honours and Masters 
programs. The Associate Diploma was therefore to be entirely practical and of two years duration, with each 
year having four ten-week terms. It was put to us that this would enable us to effectively offer three years’ 
practical training in two years which, for an age-sensitive profession, certainly had some appeal.  
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We raised the aforementioned question of fees for Associate Diplomas with Professor Pretty in our meeting and 
were extremely pleased to hear her say that there would still be the possibility of CSPs for Associate Diplomas.  
For a period of time there seemed hope that Music Theatre might find a place within the Faculty, until only a few 
weeks after this we were told that that option was no longer viable, as the University wasn’t interested in offering 
associate diplomas. If, however, this option were to be put back on the table and it didn’t necessitate upfront 
fees (which we know from running our Foundation course create a huge disincentive) we would certainly be 
keen to pursue it for Music Theatre. 
The Discussion Paper also states that if parallel degrees were to be offered ‘For the majority of the time both 
degree and associate degree students would share practice-based classes’ (D.P p.22) which raises major 
questions about proposed class sizes. It’s probably important to point out here that, although WAAPA does 
indeed offer both VET and undergraduate Bachelor degrees, the student cohort in these two programs are of a 
different standard and therefore the objectives and outcomes differ also. 
ANOTHER OPTION: POST-GRADUATE 
Apart from this brief flirtation with the notion of an Associate Degree, we have been largely pressed to consider a 
post-graduate offering only for Music Theatre. There are numerous examples of courses of this kind overseas 
that are practical in nature and differ little from the course content and contact hours of undergraduate degrees, 
but within a one-year timeframe and for a different cohort. Whether this is likely to be a similar structure for future 
post-graduate courses at VCA is questionable, as we would meet the same issues about costs as we do with 
undergraduate courses. 
It is possible that performers wishing to further develop their skills or to move into other aspects of Music Theatre 
(composition/writing, musical direction etc) may a post-graduate course attractive. We are extremely doubtful, 
however, that there would be sufficient numbers to sustain such a course if there was no specialised Music 
Theatre undergraduate degree. It would be a fantastic pathway to offer as demand requires from a sustainable 
Music Theatre department with a strong undergraduate program (Bachelor or Associate Diploma), but without an 
under-graduate course to provide this or indeed a logical learning pathway for students to get there we simply 
don’t think this is a viable alternative. When we put this reservation to Professor Pretty, she asked us where our 
research was. We have no research to test interest in a post-graduate degree, though we would strongly 
encourage the Faculty to undertake some, but count the 370 potential students who auditioned for our 30 places 
in the first year of the course as pretty clear affirmation that there is a market for undergraduate training.  
What certainly wouldn’t work would be to expect that a dancer who had no singing or acting experience to do a 
post-graduate course for performers and expect that their facility in one discipline might allow them to short-cut 
their learning in the other. Or an actor/singer who couldn’t dance, or an actor who couldn’t sing. The nature of 
post-graduate training would have to mean that students would already need a very high level of skill in all areas 
– certainly this is the expectation in other courses we have studied overseas (please see the document titled 
‘Postgraduate courses’ in Appendix C). To offer anything else would be to downplay the importance of each of 
the separate disciplines of Music Theatre and their inter-connectedness. 
We would be very happy to consider any model for post-graduate study that the Faculty can put forward that 
would meet a clear need in the performing arts community. We have not been able to find or envisage one that 
could exist without an under-pinning undergraduate degree. However with an undergraduate degree there is a 
much greater probability students would return to their alma mater to continue students at Post grad level. 
This brings us back to a general questioning of whether the framework that the Melbourne Model, with its 
emphasis on higher degrees where specialisation is really able to be supported, is the best one for artistic 
training, where the undergraduate experience is usually key. Particularly in age-sensitive pathways like Music 
Theatre, because of its dance component. 
CONCLUSION: 
To offer students anything less than a Bachelor degree with around 30 hours (minimum) of practical studio-
based training will be to offer less than world’s best practice, no matter how clever our pedagogy is. This 
therefore is our strongest preference. 
An Associate Degree with a pathway to upgrade to a Bachelor and therefore further study also has our support, 
qualified by the important issues above, including funding. It has the disadvantage of not being as recognisable 
a standard as a Bachelor degree internationally (and of being a ‘lower’ degree than either WAAPA or the 
University of Ballarat offer in Music Theatre). 
Post-graduate studies would have a welcome pathway from an undergraduate degree, but we don’t think they 
would have stand-alone value. 
 
Q. 6: How will the different educational requirements of students within the faculty be addressed and 
what compromises are possible? 
This would be best resolved by a full curriculum review, based on the objective to train students for professional 
artistic vocations – only then would any ‘different educational requirements’ be elucidated fully. Universities do 
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run different levels of degrees traditionally: surely the aim is to find the best model to fit the educational 
objectives, rather than start with the model and then compromise the pedagogy. 
Although we have been specifically referring to Music Theatre in this submission, not wanting to speaking for the 
needs of other disciplines, it seems likely that if a model was adopted that allowed the VCA to maintain its 
central mission of training artists for professional careers, and award them Bachelor degrees for doing so, or 
indeed tailor the specific degree offered to the needs of each course, that might indeed cover many of the 
educational requirements within most of the Faculty.  
 
Q. 7: For the option selected, are there structural possibilities other than the ones indicated that could 
enable effective provision? 
1. The University could take a ‘broader church’ view, accepting that the prestige it seeks might be heightened by 
having beneath its umbrella a unique Faculty that delivers excellence in training for the arts. It could become an 
advocate of creativity and artistry, prepared to accept alternative pedagogies to academia. It could become a 
partner with the VCA, its students, staff and supporters in lobbying for the special financial support needed to 
fully fund these programs. The adversarial relationship (not to mention the negative publicity for the University 
and Faculty Management) that has arisen from the approach to the amalgamation would be much eased by 
working together and celebrating diversity, not uniformity. 
2. The VCA de-merges from the University. Clearly this could only happen with considerable government 
support (whether Federal or State). This would be best put into effect by the VCA becoming a member of the 
Australian Roundtable for Arts Training Excellence, allowing the range of programs offered to be driven by 
pedagogical objectives. One of Music Theatre’s former Foundation Course students has written about this 
extensively in his submission, which he has sent to us, providing a clear rationale for VCA’s inclusion. We 
support Scott Dawkin’s reasoning and hope that, if this option were to be pursued, the University would fully 
support and assist VCA’s case, as it seems to see it as being in many ways advantageous to the University also. 
Q 8: Are there other consequences to these options that have not been considered? 
See question 6. 
 
Q 9: Are there other consequences to these options that have not been articulated in this section? 
If the Faculty of VCAM and the University of Melbourne go through with their plan to make all current VCA 
undergraduate courses New Generation Melbourne Model degrees as in option 2 – the option that has been 
pursued for the past year before any proper curriculum review process - opportunities for professional training in 
the arts in Melbourne will be lost. It is our belief that this will be the case across all of the disciplines, but as we 
am endeavouring to focus the Committee on our course and to write only about that which we intimately know, 
we will address the impact on Music Theatre. 
There will be no Music Theatre professional undergraduate training in Melbourne. It is impossible within the 
current framework of New Generation degrees: neither the Head of Music nor the Head of Performing Arts feels 
otherwise and both therefore have declined to champion it. Students will be unable to experience the excitement 
of training for their profession in the Australian city in which Music Theatre is most vibrant. Their option instead is 
to go as far away from this magnificent arts city as is possible if they successfully compete for one of the nine 
places offered to each gender each year at WAAPA. Alternatively they could accept a place in one of the 
regional degree courses that are simply unable to offer adequate practical contact hours. Or they could pay 
through the nose at a private dance school to receive a year’s training, mostly in dance. 
Members of the Music Theatre industry have been wholeheartedly behind the VCA’s Bachelor of Music Theatre 
and have been deeply disappointed about its suspension.  Our discussions with various artistic directors, 
musical directors, performers agents and producers over the past year have made it very clear that the industry 
has serious concerns about maintaining intensive, quality practical learning. Our students this year have been at 
the forefront of the protests because they have been so devastated to think that other students may not get the 
opportunity they are receiving. 
It would be unwise to see this as a one-off instance of a round peg that won’t go into a square hole. Any future 
developments in arts practice could only be supported by VCAM/Melbourne Model training if they are to fit within 
a very specific educational paradigm: one that requires less intensive studio and practical experience. This will 
reduce options indeed. 
 
Q. 10: What are the challenges and long term impacts of running a single music school split across two 
physical locations? How could these challenges be resolved? 
Clearly the idea of having students studying at both Parkville and Southbank brings great difficulty – students 
needing to be on and off public transport with large instruments and in company with city commuters. 
Timetabling would have to take into account where the student cohort is at all times and build in travel time if 
they are on the wrong campus if maximum subject choice is to be maintained. Perhaps it would be possible to 
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alternate which course is present at which campus on which day to maximise space use and minimise travelling, 
but it seems a fraught proposition. 
Although Music Theatre has very recently been relocated (notionally rather than physically) from Music to 
Performing Arts, our office is still in the Music building and we of course have maintained the many friendships 
with our Music colleagues that have been created over Music Theatre’s history, and particularly in the last year. 
Through conversations with a number of our Southbank Music colleagues over the past week, we have learned 
of Music’s proposal to leave the Faculty of VCAM in order to have greater autonomy over Music’s structure and 
course design. Whilst we are sad that the events of the past year have brought Music to the point of needing to 
give away the VCA brand altogether, we understand the need to protect its students’ interests in the best way it 
can and to that extent we support this decision. We only hope that the greater autonomy of a separate Music 
Faculty might allow us to resume discussions about finding a structure for Music Theatre within the School of 
Music. Historically, Music has been the School that has shown the most interest and support for Music Theatre, 
seeing amongst its benefits the diversification into a more commercial area. The pits of the many Music Theatre 
productions currently playing in Melbourne are full of VCA Music graduates and from the moment our course 
was first approved, we were talking with our colleagues about collaborations that would bring obvious benefits to 
Music and Music Theatre students.  
We have never ruled out a future in the Performing Arts stream, which seems the most logical ‘fit for Music 
Theatre if that became possible, but historically there has been little support from any of the Schools that came 
together under this umbrella, with the notable exception of Production, who see clear benefits in working on our 
shows. But if changes to Music allowed us to again open the dialogue we have been having over the past year 
with the Head of Music, we would be delighted. 
 
Q. 11: Could a new building to facilitate all music students resolve these problems and if so, how would 
it be funded? 
Interestingly, this question implies that the only space issues at the VCA are to do with Music, which is puzzling, 
given that the Dean of the Faculty and Katherine Kennedy, the Faculty’s financial consultant, maintain that one 
of the reasons for Music Theatre’s suspension was lack of suitable space: indeed in a meeting last November 
Katherine Kennedy reiterated that no Music Theatre degree could be offered on the Southbank campus because 
there wasn’t the space. To that end, we’d like to respond to this question more broadly than it is posed. 
First to Music: clearly one much larger building, carefully designed for maximum space usage and with an eye to 
future as well as present needs of Music would solve simple spatial issues for that School. Our understanding, 
supported by the Discussion Paper, is that the VCA and the UoM have been lobbying for this for a number of 
years and we support further efforts in this endeavour. 
But clearly, a new Music building won’t solve any of the other space problems. The VCA has lost several 
teaching spaces this year with the removal of the portables as a cost-reduction measure and this year  the Music 
building, where we have in the past done much of our teaching, has definitely become more crowded. But 
although most of the changes in space over the past year have reduced the total number of teaching spaces 
available across the campus, since VCASS vacated the campus, some spaces have been freed up and whilst 
some of these have been utilised, some have not.  
Music Theatre has been the primary user of the studios that had been devoted to VCASS’s needs known as I-
Block (but now renamed the Performing Arts Annexe). For most of the staff and students of the VCA, I-Block 
was where they saw VCASS students and they probably thought that was the extent of their space usage. But 
the former General Manager of the VCA, Anthony Grigg, took us on a tour of the Elizabeth Murdoch building 
when we first found out that CSPs had been made available to take a Bachelor of Music Theatre intake and we 
were shown many large classrooms and spaces that Anthony discussed converting to appropriate spaces for 
Music Theatre teaching. Since then, we’ve heard nothing of proposed use of these rooms and Anthony of course 
left the VCA not long after our course was suspended. But we would like to see the Faculty revisit the question 
of VCASS’s old spaces. Space is indeed a major issue for all VCA students, who require far more of it than 
students engaged in academic study. And as it has been a key barrier to discussions about Music Theatre’s 
future inclusion in the Faculty’s programs, it is of particular importance to us. 
At the same time, we are conscious of the efforts of the Faculty management to tailor space usage more closely 
to need and to ensure that the spaces that we do have receive optimum usage. Past practices of courses simply 
block-booking spaces in case they need them have been challenged and we are beginning to see positive 
results at times. But perhaps a full curriculum review needs to be followed by a full review of space required to 
fulfil the curriculum demands into the future. 
 
Q. 12: What can be done to bring the Faculty’s budget more in line with currently available revenues (not 
including cross-subsidy) without compromising program delivery? 
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To answer this question fully and responsibly would require far more information about the complete financial 
position of the VCA and the relevant financial details of the University of Melbourne. Clearly, without these it’s 
not possible to offer a complete answer, but here are some issues we would like to raise. 

1. Appropriate funding for the particular activities undertaken at the VCA is clearly the first and most 
important priority. Models exist for this to happen at the Federal level (Roundtable) or at the State level 
(the additional funding provided to WAAPA by the Western Australian Government). There is nothing 
new in this suggestion, but perhaps new strategies need to be explored to facilitate it. Further thoughts 
on these points are included in the responses to Questions 13 and 18. 

2. Questions around the paying of rental on the very significant land assets inherited under the 
amalgamation seemingly without consideration of what the University has therefore gained financially 
from the amalgamation have been raised frequently in the media and we support a review of this 
arrangement that should lessen the newly imposed rental burden on the Faculty. Alternatively, a 
different formula needs to be developed to determine the cost of space usage within the context that 
practical training necessitates much greater use of space per student than academic learning.  

In 2009 we were asked to provide exact details of our space usage, including which studios were used, 
how many students were working in them and for how many hours. We were asked to provide this 
information for every day of the teaching year and were told that this was to provide a ‘transparent’ 
funding model, where each course would pay for the space it used. 
The upshot of this enormous campus-wide fact-finding process was that we were told that our budgets 
for the next two years were to include the full rental for two studios in I-Block (Performing Arts Annexe). 
Although this was not quite what we had expected to happen from what we’d been told of the process, 
we adjusted out budgets accordingly. It is to be noted that the total studio time we occupy (including 
individual singing lessons) is between 50 and 55 hours per week. If we work within eight-hour teaching 
days, for two studios we have paid for 80 hours of studio time so we assume, therefore, is that we have 
made more than a fair contribution to the rental costs of the Faculty.   
It has been surprising to learn, however, that if we want to run additional masterclasses for our students, 
we will have to pay additional rental. This year we have been given a significant amount of money by 
two supporters to run extra-curricula programs for our students and had hoped to add value to their 
course by offering two projects. However, the rental costs for this have proven to be so high that it would 
be more viable to hire space off-site, which is a ridiculous situation. Obviously our desire is to use these 
additional resources to support and enhance our program delivery, not to pay rental on spaces that we 
have already paid for. 

3. Just as the short course pricing is an example of needing to understand the value of our offerings to the 
market, so is the pricing of rental to outside hirers. Very recently a large production company wanted to 
hire a dance studio to hold auditions. The price they were quoted at VCA was so unreasonably high that 
they instead hired from the Australian Ballet School. Commercial hire of spaces not in use for curriculum 
activities is obviously an important part of the VCA’s ability to raise additional revenue, but it should 
perhaps check that its fees are competitive with commensurate spaces elsewhere – especially those in 
our most immediate area. 

Q. 13: How can we further galvanise support to lobby for more appropriate funding from government? 
Should the University again make a case for special funding to the Commonwealth and if so, on what 
basis? 
How to galvanise support: 
The support for the VCA has already been galvanised through the massive student, industry and public 
campaigns that have featured so prominently in Melbourne this year. For the Faculty and the University to 
become a partner in that movement that has received significant attention as it calls for more appropriate 
government funding, a different approach will need to be taken to implementing change and to communication. 
Throughout this year the approach from the higher levels of management seems rather to have been to  keep 
insisting that nothing was really happening and to offer reassurances that there was nothing to worry about – 
assurances that even appeared in the press, often in contradiction to information that was being leaked to 
SaveVCA by concerned sources. At the same time, we were witnessing huge reductions in professional staff 
support, loss of sessional teachers and the reduction of teaching time. Information that was forthcoming about 
progress on frameworks of the New Generation degrees was scant. The Faculty reassured us that this was 
because none of this work was being done, even though (at that time) we were expecting these degrees to be 
implemented by 2011. It was hard to believe that we weren’t just being patronised. Perhaps concerns would 
have been better allayed by divulging more about the plans that we were being told would only make things 
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better at the VCA. In the absence of such information, the reassurances sounded hollow. The protests we saw 
last year emerged out of frustration and fear for a much-beloved institution. 
VCA students are adults and need to be treated as stakeholders. Together with concerned members of staff and 
industry, they need to be consulted and well-informed. The University and the Faculty will need to make truly 
meaningful gestures of consultation – to listen, acknowledge and most importantly to respond in action to the 
feelings of the arts community (in which we include VCA students). They need to become friends, not 
adversaries.  
The benefits to the future of the VCA and to the University of doing so will be enormous. The energy and 
passion, the sustained commitment to the argument that has been shown would be harnessed. Students of the 
VCA showed themselves to be creative, engaging and extremely media-friendly in2009 and their talents and 
passion have never yet been garnered by the VCA in lobbying for funding, which has always been done behind 
doors. This may have been the appropriate way in the past, but times are desperate now and we need to use 
everything we have to make our collective argument for financial support as strong as possible. Not to mention 
the students’ extraordinary capacity to make full use of technology that most of us over the age of 30 struggle to 
even understand! 
It is urgent that better relationships are restored. The student body is clearly unwilling to let this fight go and the 
damage to the brands of both the University and the VCA should such adversarial relationships continue will be 
to no-one’s benefit.  

The opportunities that VCAM presents to the University are as significant as the challenges that it faces 
in its start up phase. Addressing the challenges, and ultimately conquering them, is a responsibility 
shared by all stakeholders (VCAM staff and students, the University and the broader community). The 
process must be approached through a series of partnerships, internally and externally, that are 
characterised by the shared vision for the future, underpinned by parity of respect and determination to 
succeed. (VCAM Business Plan Summary) 

Commonwealth Funding: 
A former Music Theatre Foundation student, Scott Dawkins, has sent us his submission, which we believe 
clearly responds to the qualifications for Roundtable funding. We support Scott’s reasoning as outlined in 
Appendix A of his submission. 
We understand the reluctance on the part of the Federal Government to ‘open the door’ too broadly by admitting 
VCA to this group. But a strong case can be made that VCA is unique and therefore should be converted to a 
national organisation (with an appropriate name change as necessary) for the following reasons: 

1. This is the only arts training institution in the country to offer training to all artists in their art-form on the 
same campus.  In recent years we’ve seen a rapid increase in collaborative and inter-disciplinary work in 
the arts: to have a campus where such relationships between disciplines are able to be facilitated is 
likely, with the proper support, to create the most appropriate ‘hothouse’ for training artists in the country 
in years to come. 

2. The VCA has always had a national profile in terms of student cohort. Our Music Theatre students 
reflect this too: of 32 students, 9 come from Melbourne, 5 from regional Victoria, 8 from Queensland, 4 
from Sydney, 1 from regional NSW, 1 from South Australia, 2 from Tasmania, 1 from Western Australia, 
and 1 from New Zealand. Less than half come from this state (and this was in our first intake, when we 
were asking students to move interstate at a young age for an unknown entity). 

Of course, in order to maintain this national profile, it is necessary to continue national auditions, which 
have been reduced in some Schools this year. 

Q. 14: If an independent VCA operating with the FEE-HELP program is established, how will the 
corresponding significant increase in student fees be avoided? 
See Question 5. 
Q. 15: Given strong support from the public regarding education in the arts, is there scope for 
substantial endowments to be provided to facilitate changes to the current VCAM structure? 
There is obviously substantial scope for this to be investigated, but we are not the USA with a culture of wide-
scale endowment for the arts. Our philanthropic community is too small to rely on this solely – arts training, with 
its high costs, needs the consistency of government support. The University’s ERP in 2009 was a direct 
response to the loss of endowment money because of the economic crisis: it’s a welcome but unstable form of 
funding. 
However, assisting the VCA to better understand how to increase its endowment revenue could be one of the 
ways in which the University might support the financial needs of the VCA without financial detriment. 
Q. 16: Is the existing structure viable given the described challenges? 



153 

There is a dichotomy here: the former teaching programs of the VCA are no longer financially viable, but 
changes that are being made to increase affordability will be to the detriment of those programs.  
The structure within which we are now working has increased workloads and stress concerning uncertainty 
about the future. There is always pain with change, and to manage that pain the changes must seem to be 
better in the long-run. It is hard to strive to maintain good spirits and a positive outlook within an under-supported 
Faculty that seems to be losing the capacity to effectively deliver programs in line with our central objective of 
excellence in artistic training. 
Q.17: What changes are required to ensure the success of a combined faculty model? 
See Question 7, point 1. 
Q. 18: With the removal of the potential revenue from a Melbourne Model curriculum, how would a 
separate Southbank “School” address its current and future funding challenges? 
Despite occasional statements to the contrary throughout the year, this section makes it very clear that there can 
be no affiliation from UoM’s point of view with the VCA without the Melbourne Model. So in that circumstance the 
options are:  

1. The Australian Government agrees to the VCA receiving direct Arts funding (Roundtable) 

2. The State Government agrees to ‘top up’ the Federal funding to the requisite level. This could be a 
permanent measure (as at WAAPA) or temporary until the VCA is able to secure Federal Arts funding. It 
is to be noted that Ted Baillieu has publicly promised to fund the de-merger of the VCA from the 
University should his party win the November State election: if this were to happen, he must be held to 
his promise. 

3. No further funding is sought and the University of Melbourne and the Faculty management announce 
publicly that it is impossible to train professional artists with the funding available and that they therefore 
plan to cease doing to. This radical option has the benefit of transparency and honesty. It is clear that 
changes to staffing ratios, decreases in sessional staff and their replacement with full-time academics, 
changes to content and contact hours amount to a loss of practical training. We have seen the reduction 
in national recruitment with less travelling to hold auditions and changes to the academic standard 
required for music students.   

If the Faculty is no longer going to engage with vocational training but become a Faculty of a research-
led university, it would be better for all concerned to say so, clearly and publicly. 
There is a strategic aspect, however, to this option. If the University were to publicly announce that, due 
to lack of government funding, The Faculty of VCAM will now only be able to offer creative arts courses 
similar to those at Deakin and LaTrobe; that a lack of appropriate funding is in effect closing the VCA, it 
might prompt some action. Part of the problem in really making a case for urgent support has been that 
the University and Faculty keep insisting they can offer intensive practical learning and that they will 
continue to produce elite artists, despite knowing that this is impossibly expensive within the current 
funding levels. If this is the case, there is no imperative for governments to provide further funding – if 
the various levels of Faculty management keep saying (as they have been) that things will not only be as 
good but better, it would be entirely appropriate for governments to simply leave all of the problem-
solving to the University. In this sense, the tactics of the Faculty and the University – no doubt trying to 
protect their brand and do what seems to be the right thing by current and future students – have been 
counter-productive to the funding arguments and to their own interests.  

Q. 19: How would a separate Southbank “School” transition its curriculum and structure to meet the 
remaining consensus 1998 review recommendations in a ‘separate’ model? 
Is the best way forward to aim to meet recommendations that are 12 years old? We would prefer to see a full 
review of what curricula are required to meet the various objectives of each cohort of students and from this, a 
review of budget and space requirements. But the curriculum needs to lead the way. If the curriculum is right, 
transitions are far less painful than the one we are currently experiencing. But if we start with working out a 
curriculum based on what we can afford to deliver, we have abandoned our pedagogical imperatives. 
Q. 20: Would a separate faculty of the VCA, and a separate Faculty of Music, help meet the educational 
objectives of all, acknowledging that there would be strong competition between the faculties for 
students? Given existing structural and staff changes, is this even feasible? 
For Music, see question 10.   
Q. 21: How would the current use of facilities at the two locations by Music be managed if two music 
schools existed? 
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There seem to be a large disproportionate number of questions relating to Music, some of which repeat. 
Presumably it is thought that there are more difficulties in this aspect of the amalgamation as it entailed  a 
duplication of courses, but this question has been addressed elsewhere. 
Q. 22: If the VCA was to ‘de-merge’ from the University of Melbourne, over what period would this occur 
and how would it be financed? 
A de-merger could only happen with State or Federal government support. However, the damage to both the 
University and the VCA brands over the amalgamation would suggets that, should such support be granted, it 
should be effected as soon as it were reasonably possible to do so. 
Q. 23: What structural issues, if any, would an independent VCA need to overcome to be eligible for 
direct State or Commonwealth grants? 
Presumably this would be best answered by the particular funding entities concerned. 
Q. 24: Are there other structures that have not been described that could potentially lead to stronger 
educational outcomes in the arts? 
No, but here are our key points in summary: 
For the Faculty: 

 Current curriculum development should be suspended until a detailed review of the content of all 
courses, their delivery modes and how they meet their objectives is undertaken. From this, a new 
mission statement should be developed, and to pursuant to that, frameworks created for courses that 
best meet the needs of their objectives. The level of Award courses should be commensurate with 
international equivalents for the same arts training practice. 

 The ability to specialise from the commencement of an undergraduate degree must be maintained.  

 An analysis of costs and space requirements for running such programs should then be developed, to 
support further lobbying for funding. 

 Based on this information, the University decides whether it will support difference of program delivery 
(‘branding’) in return for the prestige attached to supporting an elite training organisation. On the basis of 
this decision, the VCA becomes a part of the ‘broad church’ of the University, or is forced to find another 
partner. 

 Within the ‘broad church’, the VCA restores its logo and redesigns its website and all publications for 
individual impact. 

 The University and Faculty develop communications strategies to better respond to and inform all 
stakeholders, including students, in return for partnership in lobbying for extra funding. 

 The University and Faculty agree on a strategy to pursue funding that is transparent (see Q.18) 

 The University assists VCA in developing stronger endowment support for its programs.  

 Rental charges are reviewed. 

 International recruitment is enhanced by the support of elite training in the arts. 

 Talent as shown at audition and/or interview must be the determinate of successful entry. Auditions must 
be nationally accessible without creating financial hardship to potential students. 

Music Theatre: 
We have attached in Appendix D a summarised history of Music Theatre that deals with all of the reasons cited 
for the program’s suspension.  
We remain at a loss as to why the following arguments in support of the value of undergraduate training in Music 
Theatre, which we have repeatedly made, seem to have so little resonance with Faculty Management.  
We urge the Committee to support our reinstatement of the Bachelor of Music Theatre on the following grounds: 

 The decision to suspend it did not take into account all available information and indeed was based on 
some misinformation (see Appendxi). 

 There is extremely high demand for places that we believe will only increase as the prestige of the 
course grows. 
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 We have proved ourselves able to be financially sound in our management of the course, despite a 
number of changes in the way funding formulae have been configured. We meet the costs of our course 
through our available budget. 

 The potential to only ever have one cohort of students trained as Music Theatre performers at the VCA 
has the potential to impact negatively on the recognition of our current students’ qualifications in the 
marketplace. 

 It has already received strong sponsor support despite the suspension and has the potential to further 
develop new avenues of sponsorship.  

 There is the potential to develop international recruitment and partnerships. 

 It is a cross-art form that prepares students for a diverse and therefore more sustainable working life. A 
performer with three exceptional skill sets is more employable than a performer with one. 

 It offers opportunities for students in other courses to further develop their particular skill sets, whether it 
is a sound operator learning the complex task of balancing levels, a musician playing the intricacies of 
Sondheim, or the designer who in the third year of our current course will be challenged with creating a 
set that serves the purposes of two very different shows. 

 Our current students are passionate, curious and extremely hard-working. Moreover, their progress and 
reported levels of satisfaction with their course are outstanding. It beggars belief that this course should 
in any way be viewed in the future as a failed experiment. 

Finally, and perhaps most obviously: for many years Melbourne has been the centre for Music Theatre 
activity in Australia and is therefore by far the most logical place to train potential performers. The 
suspension of the course was met by many of our devastated colleagues with fury and disbelief. We have 
genuine connections with all levels with the Music Theatre profession that we have nurtured over the years – 
from small cabaret venues to big commercial production houses. These connections have been enormously 
valuable to our students already – whether it be through free tickets to shows, masterclasses or our 
forthcoming Creative Collaborations project, where they will work with professional artists seeking to develop 
their new works. We have built these relationships through our professional lives and even more specifically 
over the years of the former Foundation course. These networks, these experiences, the collaborations are 
set to finish at the end of 2011, when our one and only group of Bachelor of Music theatre students 
graduate.  
And if that is to happen, Melbourne’s vital Music Theatre industry, so important to our cultural life and 
economy, will be far the poorer.  Opportunities for elite quality Music Theatre training in Australia will be 
reduced. And we - and our current students, not to mention those who will never get a chance to train with 
us  - will be devastated. 

 
In writing this submission we are aware that it may sound more like a pitch that should be made to the Dean of 
the Faculty to reintroduce Music Theatre, rather than a submission on the future of the VCA. But for us, these 
issues are inextricably linked: we have been unable to put forward a case for a Music Theatre stream of the New 
Generation Melbourne Model degrees because the framework simply won’t accommodate our pedagogical 
needs. The inflexibility of this framework has therefore left us out in the cold. We urge the committee that their 
final recommendations take into account the need to encompass a broad spectrum of artistic practice and 
training that we might again find ourselves in a position to at least put Music Theatre back on the agenda. This 
art-form contributes so significantly to our economy, to Melbourne’s brand as the Arts (and particularly Music 
Theatre) Capital of the country and to the enjoyment of so many people: it deserves the very best performers, 
musicians, designers, technicians, composers, choreographers and musical directors. And we need VCA to train 
those people.  
 
 
Appendix A: 
Article from The SUNDAY AGE, 17th January 

Showbusiness is Booming 
With Melburnians set to gorge themselves on musical theatre in 2010, Melissa Kent asks whether the 
city can sustain so much song and dance. 
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I just want to be entertained,” says Geoffrey Rush — aka Man in Chair, the morose, musical-loving 
protagonist in Melbourne Theatre Company’s The Drowsy Chaperone. “Isn’t that the point?” 
For Melburnians, it seems so. In a town that positively adores a good song-and-dance number, it’s fitting 
that the first show of the year stars Rush as a grumpy agoraphobe whose world is brightened by the all-
sequined, all-singing world of musical comedy. 
In many ways Drowsy — a shamelessly hammy spoof of the Jazz Era musical — is the perfect 
introduction to a year packed with musical theatre. 
This year the city will host no less than seven major musicals. Drowsy opens next week, to be followed 
in the coming months by the Disney blockbuster Mary Poppins, Fame, Hairspray and perennial 
favourites Mamma Mia, West Side Story and Cats. While pundits are wary of uttering the word “record”, 
there’s no doubt it’s a particularly busy year. “I couldn’t say if it’s a record number but I think it proves 
there is a very, very healthy appetite for musicals in this town,” says Brendan McClements, chief 
executive of the Victorian Major Events Company. 
Adds Drowsy star Shane Jacobson, aka former toilet technician Kenny: “It’s definitely a vintage year. It’s 
great to know that not unlike bell-bottoms, good musicals always come back.” 
Of course, like bell-bottoms, not all musicals are to everyone’s taste. There have been several notable fl 
ops amid the success stories: the Monty Python spin-off Spamalot for example, as well as High School 
Musical and Footloose. While Melbourne might market itself as the Broadway of the southern 
hemisphere — “Melbway” as Jacobson calls it — the sheer number of musicals on offer this year poses 
the question: can we really sustain so many? After all, with tickets starting at $90 and frequently topping 
$180, it’s not a cheap night out. Says MTC director Simon Phillips: “I think traditionally musicals are a 
special night out so it will be interesting to see if the purse strings of Melbourne will stretch to that 
number of special nights out. But it’s been pretty rich fare for the past couple of years and all the shows 
have done very well, so it bodes well.” 
It’s no accident that Melbourne’s theatres are bursting at the seams. In recent years the city has 
cemented its Broadway reputation in line with a strategy of aggressively pursuing big musical theatre 
productions. 
When international producers look to Australia, more often than not they now look to Melbourne to open 
their shows. Mary Poppins, which opens at Her Majesty’s Theatre in July, is a case in point. McClements, 
upon hearing that Disney was planning to open in Sydney, promptly jumped on a plane to New York to 
persuade producers Thomas Schumacher and Cameron Mackintosh that Melbourne would be a more 
attractive option. 
“We heard that there were some problems with Sydney to do with venue availability and so we were able 
to sell Melbourne based on the terrific success of musicals in this town,” McClements says. “We can 
provide significant support in terms of marketing and creating a buzz that really appeals to producers. 
There’s always a significant financial risk involved in staging these shows before you even sell a ticket. 
When a new musical opens, the whole city gets behind it. When Wicked opened for example, the whole 
city was decked out in green, from the street lights to the trams.” Veteran producer John Frost, who 
brought Wicked to town in 2008, sees that co-operation as a crucial factor in Melbourne’s success as a 
theatre destination. 
“I sit down regularly with (Lord Mayor) Robert Doyle, who is aggressively active in making things 
happen,” he says. “For example, with Wicked, Victoria very quickly identified it as a major tourism 
attraction. We’d looked at opening in Sydney but it was Victoria who actually flew someone to New York 
with me and convinced the American producers that it should come to Melbourne first.” 
Like Drowsy’s protagonist — played with gruff wit by Rush — Melbourne too seems to burst into life 
when a big stage show hits town. Jason Marriner, whose company Marriner Theatres operates the 
Regent, Princess, Comedy and Forum theatres, says Melbourne’s historic old theatres are a drawcard in 
their own right. “It’s the only city in Australia that has a distinct theatre district,” he says. “There’s a real 
buzz on the streets when all the shows finish and you’ll have three or four thousand people milling out 
at the same time.” 
Producers won’t confirm numbers but the consensus is there are more regular theatre-goers in 
Melbourne than in Sydney, despite our population being smaller. 
For example Wicked, billed as the most successful musical ever staged in Melbourne, was seen by 
610,000 people. Of those, 180,000 were from outside Melbourne, contributing $126 million to the state’s 
coffers, according to Tourism Victoria. 
While it may have been the most lucrative, Wicked was also the most expensive to produce, says Frost. 
“The upfront cost to stage Wicked was $12.5 million, from the first day of rehearsals to opening night,” 
he says. “Then it cost $550,000 to $600,000 a week to run — that’s the theatre, cast, advertising and 
running costs. So it’s big bucks.” 
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Of course, not every inclusion in the 2010 line-up will be of the whizz-bang variety. Drowsy, for example, 
is described by Phillips as “boutique” and follows in the tradition of offbeat MTC musicals such as 
Urinetown and Spelling Bee. 
“In a way, this is the third of that ilk,” he says. “It’s an incredibly enjoyable show while at the same time 
slightly poking fun at the genre. You could say Drowsy has its cake and eats it too. I always say of our 
musicals, they’re for people who hate musicals because they’re constantly sending up the art- form as 
well as doing it. It manages to deliver all the best bits of a traditional period musical while cutting out all 
the dreary bits and replacing it with great in-gags.” 
So far there’s every indication that audiences agree. When the box office opened last month, Drowsy set 
a new MTC record, selling 1133 tickets worth $110,000 in one day. It broke the previous box office record 
four times over, set in 2003 by The Blue Room. 
Still, there are those who wonder if the musical market has been flooded, and there have been some 
bombs. So what works and what doesn’t? 
“It’s a guessing game,” admits Frost. “It’s a cross between personal taste and judging the market. You 
know really quickly when you’ve misjudged it. I misjudged it with Footloose. It was a great production, 
the opening night went off, but then the following Monday we sold 100 tickets. It was a disaster.” 
Theatre doyenne Robyn Nevin, whose starring role in Drowsy marks her musical debut, believes catchy 
songs are the vital ingredient. “It must be the kind of show you walk away from humming the tunes,” she 
says. “Very catchy and clever songs, which I think Drowsy delivers.” Frost, who will open Fame for a 10-
week run from April at the Regent, is optimistic. “You have to remember they’re not all here at the same 
time,” he says. “The avid theatre-goer will probably go and maybe see four a year. The occasional 
theatre-goer hopefully will see two, perhaps Fame and maybe Mary Poppins.” McClements, too, is 
confident we’ll continue to fork out for our musical passion. “They say Melbourne’s a tribal town, that 
you either love football or you love the arts, but I reckon we’re both,” he says. “We’ll go along to both 
with huge enthusiasm. I mean, the opening night of Jersey Boys was full of Collingwood players.” It’s an 
opinion echoed by Jacobson. “I think Melbourne attends stuff really well,” he says. “We attend sport 
really well and it’s the same for theatre. If you put the show on, people will come.” 
 
Appendix B: 

Undergraduate courses 
Below are five examples of undergraduate courses. We particularly favour the first two courses. 

Guildford School of Acting: 
University of Surrey  
The Three Year Musical Theatre Course is accredited by the National Council for Drama Training and leads to 
either a BA (Hons) Musical Theatre degree accredited by the University of Surrey or The National Diploma in 
Professional Musical Theatre, validated by Trinity College, London. The National Diploma in Professional 
Musical Theatre attracts Dance and Drama Award funding from LSC and students in receipt of DaDAs can 
register for a BA (Hons) Musical Theatre in addition to the National Diploma 
GSA's reputation for training multi-skilled performers gained international recognition with the inception of the 
Musical Theatre course in 1967.  The School's ability to train the very best all round performers has gone from 
strength to strength under the expert leadership of Peter Barlow (GSA Director) and Gerry Tebbutt (Head of 
Musical Theatre) who joined the School in 1994 bringing with them a new philosophy and approach to training.  
Their influence and that of its expert specialist staff has ensured GSA's reputation of being the leader in multi-
skilled performance training. 
Now GSA offers the very best vocational training in Acting, Musical Theatre and Stage Management with 
courses ranging from National Diplomas and Foundation Degrees through to Post Graduate qualifications.  We 
offer both FE (DADA) and HE funded places as well as private ones.  New state of the art facilities for Stage 
Management, film making, a number of theatres and a very special creative community make GSA a top choice 
amongst candidates wishing to train for the performing arts industry. 
At GSA we train Musical Theatre performers to a high degree in acting, singing and dancing.  Equal emphasis is 
placed on the training in these three disciplines in order that we can produce performers that have the necessary 
requirements for the musical stage. 
A performer is someone who can act, sing and dance - sometimes all at once!  We believe that the art of acting 
holds the key to becoming an all round performer.  It is vital to the theatre industry that our students are able to 
embrace and demonstrate to a high standard that they have been trained fully in all three disciplines in order to 
survive. 
GSA is a subsidiary company of the University of Surrey. 
Being an all round performer widens your chances of success in the performing arts industry as it opens 
opportunities to get employed as an actor, singer or dancer or indeed any combination of the three.  Our 



158 

Professional Development Advisor introduces you to the performing arts industry, while we teach you how to 
understand your voice and how to protect it.  We explore your physical capabilities, build your stamina and give 
you a first class vocabulary of learning.  We prepare you with the confidence to compete by giving you the 
necessary tools to achieve. 
 
In your first year… you will work mainly on the techniques you need to sustain a career as a professional 
actor/performer. 
Musical Theatre performers nowadays must be able to work in every branch of the industry, from a musical 
theatre revue to full scale West End Musicals requiring a high level of dance skills to television and radio drama. 
In acting we will help you develop your imagination; understand your own character and personality so that you 
are free to explore other characters and personalities; be spontaneous and react truthfully in imagined situations. 
playtext and theory classes will help you explore the world of plays and musicals. 
You will have weekly practical singing classes, small group repetoire classes, and one-to-one tutorials; dance 
classes in tap, ballet, jazz and contemporary; movement classes could include t’ai chi, mime and clowning. 
Musical Theatre students have to maintain a high level of physical fitness and you will take part in body 
conditioning classes to improve your general strength and flexibility. 
The voice and speech you use for everyday is not good enough for the theatre or for television. We will assist 
you in developing a strong and versatile voice which is flexible enough to enable you to work in theatre, musical 
theatre, television and radio. 
Your second year is the beginning of the consolidation of the techniques you began to work on in the first year. 
The challenge now is to put the techniques into practice and through our carefully constructed workshop 
programme you work with expert tutors and directors on how to connect physical, vocal and mental techniques 
with the material of a musical. Alongside this exciting development in your training you continue to work on 
dance and singing techniques through classes and individual tuition. You begin to specialise in the techniques 
and practice required for work in musical theatre through classes in doublework (dancing with a partner), musical 
theatre styles and song presentation. 
In your third year classes in advanced voice, dance and singing help you prepare for your professional work and 
we introduce you to professional practice through audition classes and classes in the business you enter. 
Special projects in television and radio, your own personal assignments, musicals performed in a range of five 
theatres to the general paying public, showcases in London, masterclasses, meetings with agents, casting 
directors and other industry professionals, and a student-led fringe season, make up the rest of your busiest 
year of training.Public productions may be staged at the Electric Theatre (180), the Bellairs Playhouse (100 
seats), or the number one touring and producing venue – the Yvonne Arnaud (550 seats). 
http://www.conservatoire.org 
 
Mountview:  
Validated by the University of East Anglia 
Accredited by the National Council for Drama Training 
Three Year BA Hons in Musical Theatre 
The Musical Theatre Course provides the student with a range of acting and performance opportunities 
underpinned by practical training in essential physical and vocal skills. 
Students are offered many opportunities to explore, develop and strengthen all the skills needed for a career in 
performance, not only within theatre but also in other media including television, pop, cabaret and session work. 
The course reflects the demands of the contemporary professional musical theatre for highly-skilled performers 
able to combine Acting, Singing and Movement in their presentation of a seamless journey of character. In the 
training, therefore, equal emphasis is given to the disciplines of Singing, Dance, Movement, Voice and Acting to 
enable the performer to flow from text into song and dance with no loss of character. 
In the second year students develop skills to devise and write a musical. Musical Theatre students also benefit 
from weekly one-to-one singing lessons and regular one-to-one vocal coaching sessions. 
The Final Year 
The third year of the course focuses on public performances, directed by experienced Theatre Directors with 
support from professional Musical Directors and Choreographers. Productions are presented in our own venues 
and other London theatres. 
Showcase 
In the final term students present a West End Showcase attended by Agents, Casting Directors and prominent 
members of the industry. 
Three Year BA Hons in Musical Theatre 
http://www.mountview.org.uk 
Contact Hours 

http://www.conservatoire.org/�
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Each term is 11 weeks long; 8 weeks on timetable and 3 weeks of additional project rehearsals and 
performances.  The students have a minimum of 30 contact hours per week [in addition to this students 
have] 1hour individual singing technique lesson each week plus a half-hour singing repertoire tutorial each week 
in their second year.  Each term is 11 weeks long; 8 weeks on timetable and 3 weeks of additional project 
rehearsals and performances.   The third year students only have 5 hours of classes per week; the remainder of 
their time is spent rehearsing for productions which are performed to the public and industry professionals.  Each 
third year student will perform in 3 productions plus a Showcase, they will also have a week of career 
development, a week of audition technique and film a showreel. 
(email from Kathy Allman, Musical Theatre Programme Manager Mountview) 

Mountview: AUTUMN TERM 2009 

                 
                   

Subject Tutor  1M1 1M2   2M1 2M2 2M3   PM1 

                     

Acting    2 2   2 2 2     

Improvisation    2 2             

Acting                          1.5 1.

Text                  1.5 1.

Character                  1.5 1.

Actor's Text    1.5 1.5             

Actor's Text            2 2 2     

MA Tutorials                  1.5 1.

                             

Project    10.5 10.5   9 9 9   8 

                             

Voice    1.5 1.5   2 2 2   2 

Speech    1.5 1.5           2 

Warm Up    0.5                   

Sight Reading          1 1 1   1 1

Alexander Technique    2 2           1 1

                             

Movement    1.5 1.5           1.5 1.
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History of Dance          1.5 1.5     

Ballet / Dance / Tap Various  6   6   6 

Ballet Barre Various  1   1   1 

Body Conditioning    1 1   1 1   1 

                             

Singing    1 1   1.5 1.5 1.5   1 

Singing    2 2   2 2 2   2 

Song Presentation          2 2 2   1.5 1.

Music Theory    1 1 1   1 1 1   1 1

                     
                     
                     

HOURS    35 35   32 32 32   24 24

                     
 
The University of North Carolina At Pembroke, USA 

Bachelor of Music in  
Musical Theatre-School of Music 

The Bachelor of Music in Musical Theatre degree is based on a fully 
comprehensive professional program. Students are challenged to become truly competitive in today's evolving 
professional world of musical theatre. 
Weekly private vocal lessons, complete actor training, dance for musical 
theatre, and core course work in the art of performing in musicals make this program one of exacting rigorous 
training. The program's central goal is to afford the student the best possible preparation for the many styles and 
genres of musical theatre. 

http://www.uncp.edu/ 
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Carnegie Mellon: 

Undergraduate Music Theatre Program 

BHA/BSA/BCSA over four years 

The School of Drama offers the music theatre option for students with special skills in singing, dancing and 
acting. The program’s rigorous curriculum includes training in the disciplines of acting, vocal music, voice and 
speech, movement and dance and deals with such forms as musical comedy, cabaret theatre, experimental 
musical theatre, and the epic musical. 

Students in the Music Theatre option share the same curriculum and training philosophy as those in the acting 
option. In addition they take courses particular to the demands of music theatre. These include individual singing 
lessons, training in a variety of dance techniques, and musical theatre styles and skills. 

At the end of the senior year, students are introduced to the profession through showcase performances in New 
York City and Los Angeles. This privilege is granted only to students who are in good standing, and who have 
obtained the necessary credits for graduation. 

The School of Drama considers this Option to be the equivalent of a double major. Minimal non-departmental 
electives are required. 

University of Northern Colarado 

Bachelor of Arts in Musical Theatre 

The Musical Theatre program in the School of Theatre Arts and Dance at the University of Northern Colorado is 
designed to provide undergraduate students possessing talents in voice, acting and dance with a professionally 
structured training program in the art and craft of musical theatre. The program focuses on developing each 
student's potential through a progressive series of classroom experiences and public performances. 

We encourage serious young artists seeking a career in professional musical theatre to refine their talents in this 
rigorous training program developed, managed and taught by professionals in the areas of Theatre, Music, 
Dance and Musical Theatre. 

Training includes course work in Acting, Voice Training, Act/Sing, Broadway Show Dance, Musical Theatre 
Auditioning, Directing/Choreography, Scene Study, Individual Performance, and much more. 

Course description: This course is designed to provide undergraduate students possessing talents in voice, 
acting and dance with a professionally structured training program in the art and craft of musical theatre. The 
program focuses on developing each student's potential through a progressive series of classroom experiences 
and public performances 

Modules:  

DNCE 170 Jazz Dance I (2),DNCE 174 Dance Conditioning (2),DNCE 175 Tap Dance I (2), DNCE 180 Ballet II 
(3),DNCE 181 Jazz Dance II (3),DNCE 183 Tap Dance II (2),MT 101 Musical Theatre Sight Singing and Ear 
Training (2),MT 160 Class Piano for Musical Theatre (2),MT 161 Introduction to Musical Theatre Performance 
(1),MT 250 Voice Class for Musical Theatre I (1),MT 251 Voice Class for Musical Theatre II (1),MT 260 Acting in 
Musical Theatre (3),MT 342 Workshop in Directing Musical Theatre (3),MT 360 Scene Study in Musical Theatre 
(3),MT 369 Individual Performance in Musical Theatre Voice (2) ,MT 370 Musical Theatre Dance (2),MT 390 
Advanced Musical Theatre Scene Study (2),MT 407 Individual Coaching in Musical Theatre Repertory (2),MT 
465 Musical Theatre Workshop (3),MT 470 Senior Project in Musical Theatre (3),THEA 100 Individual 
Performance in Theatre (2) (crew work),THEA 135 Play script Analysis (3),THEA 159 Acting Theories and 
Practice (3),THEA 160 Beginning Acting (3),THEA 193 Stage Speech and Dialects (3),THEA 240 Beginning 
Stage Directing (3),THEA 250 Stage Make Up I (3). 
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http://www.unco.edu 

Post-graduate courses 
Below are examples of post-graduate courses that we consider to be excellent models 

 
Royal Academy of Music, London 

(The following information came via an email from Karen Rabinowitz, Course Leader) 

Most classes are in half year-groups ie we budget for twice that number of hours. Integration of Acting and 
Singing it's three times, and the same with project rehearsals. I have given you what each student gets: 
 
Autumn term of 12 weeks 
Singing 1 hour pw individual lesson (30 per year) 
Repertoire coaching 40 mins pw individually (30 per year) 
Spoken word 20 mins tutorial individually (30 per year) 
Voice classes  2.5 hours pw 
Text classes 1 hour pw 
Integration of acting and singing 3 hours pw (one third year group) 
Group singing rehearsal 3 hours pw (whole year-group) 
Project rehearsals 10 hours pw (one third year group) 
Dance 8.5 hours pw 
Acting 2 hours pw 
History of Musical Theatre 1 hour pw 
Musicality 1 hour pw 
Musical Improvisation 1 hour pw 
Sight-reading 1 hour pw 
 
Spring term of approx 12 weeks as above except 
New music workshops replace group singing rehearsals 
Project rehearsals expand to 15 hours pw 
 
Summer term 
3 or 4 weeks as above, then 
4 weeks rehearsals approx 37.5 hours pw 
1 week technical rehearsals approx 40 hours 
1 week performances approx 40 hours 
2 days of workshops approx 7 hours per day 

Entry requirements: 
The normal minimum entrance qualification for registration for a Postgraduate Diploma is: 
> a high level of performance attainment as determined at audition. 
> normally, but not necessarily, a first degree or undergraduate performance diploma, or an equivalent standard 
of performing ability and professional experience. 
 
Central School of Speech and Drama 
MA Music Theatre 
MA Music Theatre is a unique course designed for performers and creators who have appropriate experience 
and wish to explore the gamut of music theatre in its many forms. Specialist lecturers deliver workshops which 
complement a teaching staff reflecting the diversity and wide skills-base required by the disciplines. 
The course combines a practical approach emphasising process and performance alongside an academic 
research base. It alternates between intense periods of rehearsal and production with times when the emphasis 
is on personal skills development or research. You will take the following units: 
    * Technique Cognisance and Development 
    * Music Theatre Contexts 
    * Adaptation, Improvisation and Performance 
    * Research Methods and Outputs 
    * Contemporary Performance 
    * Music Theatre Repertoire 
    * Personal Portfolio 
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In addition to creating four performance projects you may be invited to take part in an international music theatre 
event which might contribute to the course work. 
SPECIALIST STUDY 
Term One begins with individual singing, voice, acting, performance, movement and physical skills classes 
alongside seminars on socio-historical perspectives of music theatre. Opportunities to develop composition, 
writing, choreography and instrumental performance will be integrated into the curriculum where required. The 
culmination is a devised project, in which you learn to collaborate with colleagues as a company and perform in 
front of an invited audience. 
Term Two includes a larger-scale music theatre production, explores presentation and audition techniques, and 
ends with a Showcase for professional practitioners and specialists. These are interspersed with professional 
development opportunities and activities that are designed to help develop your own specialist work as a 
performer or creator. 
Term Three allows time for discussion, tutorials and evaluation processes designed to help you to prepare, 
execute and deliver the final written element of the course: a 12,000 word Personal Portfolio which combines 
personal research and reflection, contributing to 30% of the degree. 
ADMISSION 
Applicants will be able to demonstrate ability in a minimum of three disciplines: acting; singing; movement; 
dance; instrumental performance; musical composition; writing for performance; choreography. You will normally 
have a degree or equivalent qualification and/or significant and appropriate professional experience, as well as 
relevant performing experience, and a good level of written and spoken English (IELTS 7.0). Click here to read 
more about IELTS. Admission is by audition, interview, and submission of a 500-word piece of writing, which 
evaluates your own working process as a performer. Suitable candidates are invited for an audition, at which you 
will be required to submit your written evaluation, and present your three major disciplines and document any 
others. 
 
 
 
No. 315           12 Feb 2010 
The VCA Review Committee 
C/- University of Melbourne 
 
By email: vcam-feedback@unimelb.edu.au 
 
Re: Discussion Paper 
 
Dear Review Committee, 
 
Thank you for the opportunity to have input into the future of the Victorian College of the Arts. I write to you as a 
past graduate of the Film and Television school. 
 
My training at VCA gave me the skills, network and opportunity to pursue, with some chance of success, a 
career in the high turnover world of film. Due to the unpredictable nature of the industry and my stage of life 
(kids), I am not currently working in the industry, but without the room and scope of the course I and many others 
would have had a very much more limited career in the industry.   
I am currently working in the dance industry (often dealing with VCA graduates) and for both industries it is 
essential students are allowed an intense and open opportunity to learn and experiment with their art form. After 
school opportunities for focus and experimentation are extremely limited as the need to earn and apply your 
skills usually requires a more limited experience of the art. Student/Artists need an environment that allows for 
failure and debate, as these are the basis for all improvements. Working with focussed like-minded people who 
have the opportunity and room to grow, creates not just talented individuals but a network or environment in 
which the skills can be supported and developed.  
 
We do not make art alone, we need a bed (time and the right ingredients) for the seed to germinate and the 
patch needs to be able to support that growth; films need actors, who need cameramen, who need art directors, 
who need writers, who need painters, who need… Successful artists do not simply need the skills of their trade 
they also need the infrastructure and networks to develop projects. 
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I fear that if they are thrown into the general education mill they will tumble around and be less able to establish 
that focus and connection to make their Art. 
 
In reference to the Discussion Paper, I offer you the following feedback: 
 
Review Committee 
 
I am concerned that only 2 of 9 staff and student representatives on the Review Committee were elected to their 
position. I am especially concerned that four unelected Heads of School are on the Committee, one of whom is 
Deputy Dean. Three of these Head of School are on the public record endorsing the merger and the Melbourne 
Model, whilst having little or no experience of pre-merger VCA. Clearly this composition casts doubt on the 
Review’s independence and risks current staff and students self-censoring their submissions to the Review for 
fear of a real or perceived threat of repercussions for their work and study life. I ask the Chair to replace the 7 
unelected staff and student representatives with those directly elected by the current VCAM staff and students 
(from a selection of volunteer candidates as opposed to the Dean and Vice Chancellor choosing the candidates). 
I ask the Chair to consider adding an alumni representative to the panel. 
 
Curriculum 
 
I support the retention of the VCA as an elite arts training institution with a focus on intensive, practical, studio-
based training. VCA should continue to offer degree-award courses across all art streams including Drama, 
Dance, Music Theatre, Production, Art, Music and Film and Television. 

I do not believe there is a need to add ‘breadth’ to the VCA programs through the introduction of the Melbourne 
Model. If individuals seek that kind of education it is readily available but the VCA model is specific, elite and 
unique; blending it simply reduces it effectiveness. 

I believe any move away from the intensive, studio-based training in defined areas of specialisation threatens 
the ability of VCA’s students to compete with graduates of other schools like NIDA and WAAPA, and would 
make VCA graduates less work-ready. This would in turn impact upon arts business by causing a decline in the 
availability of Victorian-based graduate artisans with the skills required to enter the workforce. 

I do support regular curriculum review at VCA to ensure the College continues to meet the rapidly changing 
demands of students and their future employers. All reviews should include extensive consultation with all 
stakeholders and operate independently from VCA and University of Melbourne (UoM) management. 

Funding & Structure 

I support the view that the optimum outcome for VCA is to be an independent institution, capable of awarding its 
own degrees and managing its own curriculum.  

Accordingly, I suggest that direct Arts Ministry funding (through inclusion in the Australian Roundtable program) 
at levels comparable to NIDA, is the best hope for a financially sound, independent VCA. I encourage the UoM 
to aggressively pursue this option, drawing upon the great public and industry interest in VCA evident in recent 
times. 

In the interim, I support calls for the Federal Government to immediately reverse the 2005 $5m p/a funding cut to 
VCA. I believe the Federal Government is putting great strain on both the University and VCA by holding off on 
this review until 2012, and is thereby threatening elite arts education in Australia. 

I also support calls for the Victorian Government to commit to sustained funding for VCA to supplement the 
Federal contribution. I support the Victorian Shadow Minister for the Arts’ suggestion that this sum be in the 
ballpark of $6m p/a or alternatively in the guise of a sustained contribution to VCA infrastructure development.  

I support the demerger of UoM Music and VCA Music from the 2011 academic year. I believe this outcome 
would return choice to the music education sphere, so that students can choose between a Melbourne Model 
based degree with strong ties to scholarship and research (UoM Music) and completely practical, studio-based 
training (VCA Music). Demerger would also address the unworkable constraints of having two music campuses. 
I support this demerger regardless of whether VCA remains a faculty of the University or becomes independent. 
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As secondary structural options, I would also support investigation of VCA being transferred to another 
University that was willing to retain the practical nature of VCA’s courses OR VCA becoming an autonomous 
VET institution. In either case, the Federal and State Governments would need to recognise the unique cost of 
providing elite arts education and fund VCA’s new guise appropriately. 

I support the pursuit of new income streams (e.g. extended post-graduate programs, open programs, pursuing 
international students) and believe VCA’s best chance of obtaining this income is by committing to the supply of 
intensive, studio-based training which is most attractive to the arts education marketplace. 

Leadership 

I am concerned the current senior leadership of Victorian College of the Arts & Music does not necessarily 
represent the views of the current staff and students. As such, I would support a review of VCAM management 
as part of any structural and/or funding changes, with particular preference for allowing students and staff a 
direct say in appointments of the Dean, Deputy Dean and Heads of School. 

I support a greater, active involvement by both the Victorian State and Federal Governments at VCA, to ensure 
Australia’s arts education and arts business landscapes are better safeguarded than has been evident 
throughout 2009. 

Accountability 

I would urge the University of Melbourne to address contraventions of the Heads of Agreement that merged UoM 
with VCA. Particularly: 

 Reinstating the VCA name. 

 Reinstating the VCA logo. 

 Reinstating VCA’s unique graduation ceremony. 

 Reversing the alignment of VCA and UoM’s funding arrangements, which was not due until the fifth year 
of integration. 

 And in the interim of VCA’s future being decided, UoM should allow VCA “to continue to exercise high 
levels of autonomy over the conduct and future development of its educational programs [including] the 
VCA’s commitment to provide individual and small group tuition within an arts practice environment with 
an emphasis on context, performance, production and exhibition and with studio practice as its core.” 

Students & Staff 
 
I express concern that many talented and valuable teaching staff will not be returning to VCA in 2010. 
 
I also express concern that suggestions the Melbourne Model would be applied to VCA, and news of staff 
leaving, may have impacted upon VCA’s attractiveness to high calibre applicants.  
 
As such, I would support new mechanisms to actively retain quality staff, such as formal, quarterly opportunities 
for VCA staff to supply feedback to VCAM Management (both anonymously and publicly). 
 
I would also encourage a renewed drive to attract high calibre students as part of any ‘re-launch’ of an 
independent VCA, through emphasising the College’s continued commitment to providing 100% practical 
education across the entire arts spectrum. 
 
Future 
 
I look forward to VCA emerging from the turmoil of the last year as a stronger institution, capable of answering 
student demand for the highest level of intensive, wholly practical-based, studio training across the entire arts 
spectrum. I am confident the protection of this ideal will ensure VCA graduates will continue to have the best 
chance of making a career in one of the most competitive industries in the country. In doing this, we also support 
a vibrant Australian artistic culture and ever-expanding arts business. 
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No. 316           12 Feb 2010 
To Members of the VCAm Review Committee, 
 
Theatre Network Victoria is a new initiative funded by Arts Victoria, with the aim of strengthening the small to 
medium performing arts sector in Victoria. 
 
We represent and advocate for hundreds of small to medium performing arts organisations, independent theatre 
groups, and small informal groups of theatre workers and individual theatre makers. 
 
The inaugural TNV Committee is made up of nine organisations: Arena Theatre Company, Back to Back 
Theatre, ChamberMade Opera, Melbourne Workers Theatre, Nextwave Festival, Platform Youth Theatre, 
Polyglot Theatre, Snuff Puppets and St Martins Youth Arts. 
 
We write to recommend Option 1. from the discussion paper – Practical Degrees and Diplomas only. 
 
Most of the organisations we represent employ large numbers of graduates from the VCA, and rely on the 
practical, specialised training that the graduates have undertaken in their courses. As an example, Arena 
Theatre Company employed 15 VCA graduates last year, out of its 34 artists employed across the year. 
 
The purpose of training at the VCAm is to ensure that those who will go on to work as creators and facilitators 
within the arts industry have the opportunity to grasp the fundamental elements of their artform/s, to find at least 
the first hint of their personal creative voice within that training experience and to make the links necessary to 
continue to develop that voice beyond the training context. 
 
There is too much pressure on the one resource to be too many things to too many clients, stakeholders and 
students. The VCAm is a limited resource – it is not a model to be widely replicated and it cannot afford to have 
its purpose diluted in an effort to provide all encompassing experiences to all levels of interest. It is for the 
aspiring arts industry participant – it cannot be about the generation of experiences readily transferable into a 
range of settings – indeed if it becomes such then it will have lost the resources necessary to succeed in 
delivering on its core business…the training of new and capable practitioners into the arts industry. 
We look forward to the outcomes of the review. 
 
 
 
No. 317           12 Feb 2010 
The VCA Review Committee 
C/- University of Melbourne 
 
By email: vcam-feedback@unimelb.edu.au 
 
Re: Discussion Paper 
 
Dear Review Committee, 
 
Thank you for the opportunity to have input into the future of the Victorian College of the Arts. I write to you as a 
hopeful future student who wishes do the same cores that has been running at the VCA for many years. 
 
I wish to go to the VCA as it the only on of its kind and I want to do the jazz improvisation cores. I am a lover of 
music and want nothing more then to study and play everyday to better my self in the art of improvisation. I have 
a good friend that will be attending this cores in 2010 and I want nothing more to know that I will be doing the 
same one.  
  
In reference to the Discussion Paper, I offer you the following feedback: 
 
Review Committee 
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I am concerned that only 2 of 9 staff and student representatives on the Review Committee were elected to their 
position. I am especially concerned that four unelected Heads of School are on the Committee, one of whom is 
Deputy Dean. Three of these Head of School are on the public record endorsing the merger and the Melbourne 
Model, whilst having little or no experience of pre-merger VCA. Clearly this composition casts doubt on the 
Review’s independence and risks current staff and students self-censoring their submissions to the Review for 
fear of a real or perceived threat of repercussions for their work and study life. I ask the Chair to replace the 7 
unelected staff and student representatives with those directly elected by the current VCAM staff and students 
(from a selection of volunteer candidates as opposed to the Dean and Vice Chancellor choosing the candidates). 
I ask the Chair to consider adding an alumni representative to the panel. 
 
Curriculum 
 
I support the retention of the VCA as an elite arts training institution with a focus on intensive, practical, studio-
based training. VCA should continue to offer degree-award courses across all art streams including Drama, 
Dance, Music Theatre, Production, Art, Music and Film and Television. 

I do not believe there is a need to add ‘breadth’ to the VCA programs through the introduction of the Melbourne 
Model. 

I believe any move away from the intensive, studio-based training in defined areas of specialisation threatens 
the ability of VCA’s students to compete with graduates of other schools like NIDA and WAAPA, and would 
make VCA graduates less work-ready. This would in turn impact upon arts business by causing a decline in the 
availability of Victorian-based graduate artisans with the skills required to enter the workforce. 

I do support regular curriculum review at VCA to ensure the College continues to meet the rapidly changing 
demands of students and their future employers. All reviews should include extensive consultation with all 
stakeholders and operate independently from VCA and University of Melbourne (UoM) management. 

Funding & Structure 

I support the view that the optimum outcome for VCA is to be an independent institution, capable of awarding its 
own degrees and managing its own curriculum.  

Accordingly, I suggest that direct Arts Ministry funding (through inclusion in the Australian Roundtable program) 
at levels comparable to NIDA, is the best hope for a financially sound, independent VCA. I encourage the UoM 
to aggressively pursue this option, drawing upon the great public and industry interest in VCA evident in recent 
times. 

In the interim, I support calls for the Federal Government to immediately reverse the 2005 $5m p/a funding cut to 
VCA. I believe the Federal Government is putting great strain on both the University and VCA by holding off on 
this review until 2012, and is thereby threatening elite arts education in Australia. 

I also support calls for the Victorian Government to commit to sustained funding for VCA to supplement the 
Federal contribution. I support the Victorian Shadow Minister for the Arts’ suggestion that this sum be in the 
ballpark of $6m p/a or alternatively in the guise of a sustained contribution to VCA infrastructure development.  

I support the demerger of UoM Music and VCA Music from the 2011 academic year. I believe this outcome 
would return choice to the music education sphere, so that students can choose between a Melbourne Model 
based degree with strong ties to scholarship and research (UoM Music) and completely practical, studio-based 
training (VCA Music). Demerger would also address the unworkable constraints of having two music campuses. 
I support this demerger regardless of whether VCA remains a faculty of the University or becomes independent. 

As secondary structural options, I would also support investigation of VCA being transferred to another 
University that was willing to retain the practical nature of VCA’s courses OR VCA becoming an autonomous 
VET institution. In either case, the Federal and State Governments would need to recognise the unique cost of 
providing elite arts education and fund VCA’s new guise appropriately. 
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I support the pursuit of new income streams (e.g. extended post-graduate programs, open programs, pursuing 
international students) and believe VCA’s best chance of obtaining this income is by committing to the supply of 
intensive, studio-based training which is most attractive to the arts education marketplace. 

Leadership 

I am concerned the current senior leadership of Victorian College of the Arts & Music does not necessarily 
represent the views of the current staff and students. As such, I would support a review of VCAM management 
as part of any structural and/or funding changes, with particular preference for allowing students and staff a 
direct say in appointments of the Dean, Deputy Dean and Heads of School. 

I support a greater, active involvement by both the Victorian State and Federal Governments at VCA, to ensure 
Australia’s arts education and arts business landscapes are better safeguarded than has been evident 
throughout 2009. 

Accountability 

I would urge the University of Melbourne to address contraventions of the Heads of Agreement that merged UoM 
with VCA. Particularly: 

 Reinstating the VCA name. 

 Reinstating the VCA logo. 

 Reinstating VCA’s unique graduation ceremony. 

 Reversing the alignment of VCA and UoM’s funding arrangements, which was not due until the fifth year 
of integration. 

 And in the interim of VCA’s future being decided, UoM should allow VCA “to continue to exercise high 
levels of autonomy over the conduct and future development of its educational programs [including] the 
VCA’s commitment to provide individual and small group tuition within an arts practice environment with 
an emphasis on context, performance, production and exhibition and with studio practice as its core.” 

Students & Staff 
 
I express concern that many talented and valuable teaching staff will not be returning to VCA in 2010. 
 
I also express concern that suggestions the Melbourne Model would be applied to VCA, and news of staff 
leaving, may have impacted upon VCA’s attractiveness to high calibre applicants.  
 
As such, I would support new mechanisms to actively retain quality staff, such as formal, quarterly opportunities 
for VCA staff to supply feedback to VCAM Management (both anonymously and publicly). 
 
I would also encourage a renewed drive to attract high calibre students as part of any ‘re-launch’ of an 
independent VCA, through emphasising the College’s continued commitment to providing 100% practical 
education across the entire arts spectrum. 
 
Future 
 
I look forward to VCA emerging from the turmoil of the last year as a stronger institution, capable of answering 
student demand for the highest level of intensive, wholly practical-based, studio training across the entire arts 
spectrum. I am confident the protection of this ideal will ensure VCA graduates will continue to have the best 
chance of making a career in one of the most competitive industries in the country. In doing this, we also support 
a vibrant Australian artistic culture and ever-expanding arts business. 
 
 
 
No. 318           12 Feb 2010 
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School of Music 

Submission to the VCAM Review Committee 
 

The academic staff of the School of Music is united in its optimism for the future of music in the University, but 
remains highly concerned about the direction of the amalgamation process. The amalgamation of the 
University’s two music schools and the creation of the new Faculty in April 2009 has caused growing concern 
among staff at both the Parkville and Southbank campuses. We are all aware of substantial losses to Music that 
have occurred, and the way these threaten the long-term prosperity of Music in the University. 
 

At the same time, the music staff is united by a strong and enduring commitment to the discipline of music and 
its professional, intellectual and cultural importance in the tertiary sector, in Victoria and nationally. We are united 
in recognising the significance of the current review in assisting the University forge policies that will enable the 
discipline of Music to retain national leadership in tertiary music education. We therefore ask the review 
committee to adopt the recommendations presented below as they represent the united view of the professional 
expertise in Music available within the University. Adopting these recommendations will lead to the brightest 
possible future for Music within the University. 

 

The combined music program places the University of Melbourne in a position of unique strength, nationally and 
internationally. There is an unprecedented capacity and potential to build on the legacies of the former Faculty of 
Music and VCA School of Music. Indeed, there is agreement across the current School that Contemporary Music 
Performance (Improvisation) should be offered as a specialist stream in the Bachelor of Music from 2011, thus 
indicating the curricular unity of the two previous entities. In this context, Music at the University of Melbourne 
needs to be given the freedom and independence to continue its demonstrable success in all its specialisations 
– music performance in the Western art tradition and contemporary music performance (improvisation), 
composition, music therapy, musicology and ethnomusicology, and music education. National leadership in 
teaching, research and research training must be maintained if the University of Melbourne is to retain its 
position as the leading national provider of tertiary music education in Australia.  

 

The current structural position of Music at the University of Melbourne is weak. Music needs the same autonomy 
as our major competitors. The two other significant Australian institutions, the Sydney Conservatorium of Music 
and the Queensland Conservatorium of Music, are both independent entities within their respective universities. 
They are not restrained or restricted by policies and practices determined by the conflicting needs of other 
disciplines. It is their very independence that allows them to flourish. Music at the University of Melbourne is 
larger than either the Sydney or Queensland Conservatorium, and even within the University, smaller faculties 
have been maintained for similarly compelling professional reasons.  

 

In reaching its recommendations, the Review Committee needs to recognise that Music is a unique discipline. It 
has unique curriculum content, learning and teaching modes, assessment requirements and vocational 
outcomes. The discipline requires intense music-specific expertise academically and in specific aspects of staff 
and student support. For these reasons, the Music staff advocates separation from VCAM based on respect of 
the history of the discipline, alignment with best practice nationally and internationally, and to allow appropriate 
management in view of the critical mass and the complexities of the various sub-disciplines Music embraces. 

 
In ensuring a viable, responsible and successful future for Music at the University of Melbourne we embrace a 
particular environment within the University including:  
  

 A commitment to the Melbourne Model through the provision of a three-year Bachelor of Music leading 
to research higher degree pathways through an Honours degree, and two-year professional coursework 
degrees offering relevant vocational outcomes  
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 The provision of a “Melbourne Experience” for our students 
 A devolved model for operational and administrative support and services. 

 
We remain committed to offering a University-style education in music to our students that aims to:  
 nurture and develop a wide array of musical talents and competencies so that our graduates are able to gain 

employment in the full range of occupations that require musical ability,  
 foster excellence in the areas of artistic performance, research and scholarship, and  
 promote an informed interest in music and the performance of music within the University and the wider 

community. 
 
A University-style education in music implies an engagement with the breadth and depth of the discipline, 
excursions beyond these boundaries, and most importantly, the recognition of the fundamental importance of 
research led teaching. Whilst music performance is what draws most of our students to the school, the reality is 
that only a minority will go on to a career in pure music performance. Most will diversify and many will cross 
disciplines before finishing their undergraduate degree. The tight focus comes through the higher degree 
pathways.  
 
Moreover, we stress that in the worldwide University context, intellectual and creative musical synergies have 
always been more commonly found with the humanities and sciences than with other creative art forms. The 
popular notion of ‘cross arts’ synergy has rarely been accepted by the music sector. 
 
Over many decades, the welfare of Music at the University of Melbourne has been severely compromised by a 
number of historical impediments. The most important of these were:  

 two undergraduate degree courses in music offered within the one institution, competing for students, 
resources, brand and philanthropy, and duplicating many aspects of program offerings,  

 an accommodation crisis across both campuses that detracts from the attractiveness of the student 
experience, and that threatens national and international competitiveness. 

The first of these has been resolved by the formation of a single school with a staff that is united in its desire to 
ensure a significant future for Music within the university. The second remains the single most detrimental issue 
facing Music at the University of Melbourne. The School will not achieve full strength and cohesion until this is 
resolved. 
 
The public debate that has raged during the past nine months has done nothing to diminish the demand for our 
courses, the high acceptance rates into our degrees, and our high median ENTER.  The achievements of our 
graduates, and the very great philanthropy received by music are evidence of the attraction of music at the 
University of Melbourne. The high research ratings, the diversity of specialisations, the quality of staff, our 
financial viability within existing Commonwealth funding formulae, our attractiveness to international students, 
our Knowledge Transfer achievements, international networks, and student mobility pathways show that Music 
at the University potentially has a bright future. 
 
The current and future welfare of Music, however, are jeopardised by the existing structure of the new Faculty of 
the VCA and Music, in which there is debilitating cross-subsidisation from Music to other disciplines in the 
Faculty, loss of national and international brand and reputation, and loss of best practice in the provision of staff 
and student support.  

 

We call on the Review Committee to recommend to the University Council that: 

1. The University of Melbourne Conservatorium of Music be created as an autonomous and independent unit 
within the University, with a clearly defined and differentiating mission for the unique discipline of music, and 
mirroring the structural organisation of our nearest competitors, the Sydney and Queensland 
Conservatoriums of Music. These structural dimensions would include: 
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i. Budgetary autonomy. Successful management of music within the university requires budgetary 
autonomy so that the budget can be controlled with full independence according to discipline-driven 
criteria. Such an arrangement might involve a Business Centre that is shared with another Parkville-
based Faculty or School. 

ii. Student load flexibility. The distribution of student places should be determined exclusively by the 
expert music professionals within the university in line with disciplinary needs, in order to produce the 
most effective balance of undergraduate and graduate load within each area of specialisation. 

iii. Curriculum independence. The development of undergraduate and postgraduate music courses and 
degrees should also be delegated to the area specialists to enable their development according to the 
needs of the discipline within the broader parameters of university policy.  

iv. Control over staffing profile.  The discipline of music must have the autonomy to be able to establish its 
own staff profile without regard to the needs of other disciplines. This includes new appointments, staff 
replacement, the balance between permanent and sessional music staff, and the recruitment of 
appropriately specialised professional staff to support the full range of activities within the discipline. 

v. Appropriate discipline recognition. Music plays a central role in human culture and a critical role in the 
human experience. It is therefore imperative that music research should flourish in the University.  The 
discipline requires the autonomy to continue to support the diverse areas of ethnographic, applied, 
historical, and scientific forms of research in which the university demonstrates national leadership 
(ethnomusicology, composition, musicology, music therapy, performance) as well as cross-disciplinary 
collaborations and new areas such as contemporary music performance (improvisation), performance 
science, performance pedagogy, and music psychology that will follow from changes in staff profile. 

2.  Music’s associations with the intellectual and cultural environment of the University is predicated upon a 
strong continuing presence on the Parkville campus.  New Generation Bachelor of Music students must be 
allowed to participate fully in the opportunities offered by the Melbourne experience, student support and 
advice, and breadth studies. They must be given the opportunity to pursue pathways into research higher 
degrees in music and into realistic and relevant vocational outcomes through coursework Masters degrees 
both in Music and other disciplines offered across the university. 

3. The University develop plans for an autonomous Conservatorium of Music, taking into consideration the 
unification of the two former schools, the eradication of competition and duplication, and in recognition of the 
fact that it supports the largest music program in Australia, built on the distinguished legacy and reputation of 
both former programs.  

4.  Negotiations should continue at state and federal levels for realistic funding, nationally, for tertiary music 
education. 

5.  A commitment is made by the University to resolve the crisis in accommodation for music. Since awarding its 
first music degree in 1879 and the completion of the Conservatorium building a century ago, none of the 
University’s promises and commitments to building a single purpose music building of international stature 
has come to fruition. As a united staff, we desire to work as a single group of musicians and scholars, within a 
single building. We therefore call on the University to place a new building among its highest priorities. 

We believe that these recommendations offer the only realistic future for the discipline of Music if the University 
of Melbourne is to build upon the wonderful heritage of music in the former Faculty of Music and VCA music, and 
regain and develop its leadership position in music.  

Our colleagues in music nationally and around the world are watching closely and anxiously for an outcome of 
this Review that will ensure the vibrancy and viability of the discipline of Music at the University of Melbourne for 
future generations.  



172 

Signed by 31 academic staff from both the Parkville and Southbank campuses of the School of Music 

We, the Honorary Associates and Supporters of Music at the University of Melbourne endorse and recommend 
the submission provided by the staff of the current University of Melbourne School of Music. We stress the need 
for the establishment of a structurally autonomous entity for the continuing study of music at the University of 
Melbourne.  

Signed by 8 Honorary Principal Fellows, 10 Honorary Fellows, 1 ARC Postdoctoral Fellow, and 5 
Teaching Associates and supporters of the School of Music. 


	The submission will deal exclusively with the VCAM Film and Television School as the expertise of our member organizations is in this area.  MEAA covers a broader field of disciplines at VCAM and while endorsing this submission, is also preparing a separate submission. 
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	Carnegie Mellon:
	Undergraduate Music Theatre Program
	BHA/BSA/BCSA over four years
	The School of Drama offers the music theatre option for students with special skills in singing, dancing and acting. The program’s rigorous curriculum includes training in the disciplines of acting, vocal music, voice and speech, movement and dance and deals with such forms as musical comedy, cabaret theatre, experimental musical theatre, and the epic musical.
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	University of Northern Colarado
	Bachelor of Arts in Musical Theatre
	Course description: This course is designed to provide undergraduate students possessing talents in voice, acting and dance with a professionally structured training program in the art and craft of musical theatre. The program focuses on developing each student's potential through a progressive series of classroom experiences and public performances
	(The following information came via an email from Karen Rabinowitz, Course Leader)
	Most classes are in half year-groups ie we budget for twice that number of hours. Integration of Acting and Singing it's three times, and the same with project rehearsals. I have given you what each student gets:Autumn term of 12 weeksSinging 1 hour pw individual lesson (30 per year)Repertoire coaching 40 mins pw individually (30 per year)Spoken word 20 mins tutorial individually (30 per year)Voice classes  2.5 hours pwText classes 1 hour pwIntegration of acting and singing 3 hours pw (one third year group)Group singing rehearsal 3 hours pw (whole year-group)Project rehearsals 10 hours pw (one third year group)Dance 8.5 hours pwActing 2 hours pwHistory of Musical Theatre 1 hour pwMusicality 1 hour pwMusical Improvisation 1 hour pwSight-reading 1 hour pwSpring term of approx 12 weeks as above exceptNew music workshops replace group singing rehearsalsProject rehearsals expand to 15 hours pwSummer term3 or 4 weeks as above, then4 weeks rehearsals approx 37.5 hours pw1 week technical rehearsals approx 40 hours1 week performances approx 40 hours2 days of workshops approx 7 hours per day





