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Foreword

You are tired of hearing it. You roll your eyes and stifle your yawn every time
you hear it. The adage has become a cliché.

“The only constant in life is change.”

But you hear it again and again and again because it is a truism, clichéd
or not.

The core challenge for us as arts managers is to deal with change: changing
external environmental conditions, evolving styles and approaches to the arts
by our artists, the advancements in how we present and distribute the art to
our ever-changing audiences, and the shifting competition for resources and
attention.

The only aspect of the process of creation, presentation, and preservation of art
that has not changed since human life began is the inextinguishable impulse
of artists to create. In spite of what naysayers have preached for years —
that current economic or social conditions are not conducive to the creative
process — artists continue to write, paint, sing, dance, sculpt, or act. As they
always have. I'm convinced that the second-oldest profession on earth is that
of artist. I also would suggest that the third-oldest profession is that of arts
manager. | am sure that once early humans began sharing stories by the fire
and creating drawings to illustrate their ideas or histories, there were arts
managers helping promote the artists’ events and conserve their creative prod-
ucts. Artists always will create new work, as they cannot help but respond to
their inner creative passions and to the influences of the world around them.
And we, as managers, need to facilitate both the creative process of our artists
and provide venues for the appreciation of their work.

Our responsibilities as arts managers within the not-for-profit sector are
daunting. Internally, we are charged with providing an atmosphere for art-
ists to develop and realize their visions with resources that would otherwise
be unavailable — or, at least, greatly diminished — if left to the pressures of
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the traditional free-market system. Externally, we must bring audiences to
the work in as effective and efficient a manner as possible, and to do so with
them eager and well-prepared for those experiences. Because of the reality of
constant change, the management process never gets easier. With each pass-
ing day, as new situations and new realities confront us, some managers hun-
ker down when these conditions are unfavorable and wait for life to “return
to normal.” Unfortunately, that never happens. As George Thorn, author and
consultant, observed some years ago, “The current condition is the new ‘nor-
mal’ There is no going ‘back/” We must adapt to the new realities and con-
tinue to serve our artistic missions to the best of our abilities.

As a result of the constantly changing environments, the key to being
good managers is much more than simply knowing what to do; we also need
to know why we do what we do — the theoretical foundations and funda-
mental principles that drive our actions. When what we are doing stops work-
ing for us, those basic concepts will help us understand why; they will inspire
our creative thinking and help us modify our efforts to address the new
conditions.

Being well-positioned to address and resolve challenges we face through this
state of constant change requires an education, whether it is in the class-
room, on the job, in professional development programs, or through infor-
mal inquiry. The most successful managers know that the best education is a
combination of all four of those educational systems, or, simply put, lifelong
learning.

Management and the Arts contributes to the life-long learning of today’s arts
managers, whether they are presently inquisitive students of the field or sea-
soned managers. In this book, William Byrnes does more than simply intro-
duce the fundamentals of management as they are applied to the arts and
entertainment fields. He provides us with a context for the management pro-
cess and helps us understand the implications of our actions as managers —
the ripple effect on our institutions, our partners, and our stakeholders. As we
have learned from other industries and our ever more connected and interde-
pendent world, actions have impact far beyond the visible landscape and with
more than the expected collaborators. This is no less true in the arts. And in
this book Mr. Byrnes provides a well-constructed map for navigating through
the intersecting, interwoven, and sometimes conflicting issues, strategies, and
opportunities. Those interested in beginning a career in arts management
could not ask for a better introduction to the field. Working professionals will
develop additional confidence in their skills as they come to understand more
of the theoretical underpinnings of their work.



As the struggle intensifies to fulfill our artistic missions without weakening
the institutional foundation, arts managers need every advantage they can get.
Management and the Arts is a vital tool in confronting those challenges.

Dan J. Martin

Director, Institute for the Management of Creative Enterprises
Carnegie Mellon University

www.artsnet.org
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Preface

It is hard to believe that what started as a personal project to help make teach-
ing an interdisciplinary course in arts management a little easier fifteen years
ago would have evolved into a textbook used around the world. When I first
began teaching arts management, [ had to use several textbooks to build the
kind of interdisciplinary approach to the field I wanted. I set about writing
this text with the goal of blending management theory and practice, econom-
ics, personnel management, marketing, and fundraising with the performing
and visual arts. The focus of the book remains on the process of managing an
arts organization through integrating many different disciplines.

There has been a great deal of change over the last fifteen years in the world
that artists and arts organizations must survive every day. The process of oper-
ating an organization and producing productions or mounting an exhibition
has been assisted in many ways by the improvements in technology. On the
other hand, the way things get done in the arts is still very much the same as
it has always been.

The performer might walk into the rehearsal hall listening to a set stage man-
ager or director notes from yesterday’s rehearsal downloaded from a Web site
to their MP3 player. However, when it comes time for the rehearsal to start,
the technology is set aside and a timeless process of engaging with a script,
score, libretto, or the other members of the ensemble begins. Or, the museum
or gallery director may finish recording the guided tour of the current exhi-
bition for visitors to enjoy on their cell phone, but they still have to take a
moment to walk over and straighten the artwork on the wall.

In many ways it is fascinating to ponder what the future will bring for the arts
in our world. We all know that the struggle to make a life in the arts and arts
management continues. Making a living in the arts can have a great many
intrinsic rewards and in many cases those rewards are enough. However, we live
in a world where the rewards for pursuing one’s passion is not always rewarded.

Arts organizations, the majority of which are very small businesses, continue
to face the challenges of paying the electric bill while contemplating reaching
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new audiences of all ages. All the challenges may be discouraging at times,
but artists and arts managers also recognize the difference they can make in
their community and in the world. Seeing the kind of transformative impact
the arts can produce demonstrates the significance and value that far surpass
the economic impact.

This book is intended for use in an arts administration or theater manage-
ment course. However, it is also written for those working in the field who
wish to expand their knowledge and understanding of many of the key
management principles that underpin the business of running an arts orga-
nization. I have tried to provide examples and links to resources that arts
managers can apply to their job today.

In the context of a college or university course, this book is designed to give
the student an overview of the evolving field of arts management while intro-
ducing key concepts in management, marketing, and fundraising. I have
assumed that the student has had some course work in the arts, even if only at
the introductory level. Although every topic may not receive all of the atten-
tion it may deserve, it is hoped that the reader’s interest in a specific topic will
lead to an exploration of the other resources suggested in the sidebars or at
the end of most chapters.

In the process of writing the fourth edition, I found it necessary to revise and
update many of the news items and illustrations. In the time between the
third and fourth edition an amazing array of resources have become available
to arts managers via the World Wide Web. I have tried to select Web site links
to allow readers to expand their involvement with the contents of the book.
Of course, I cannot guarantee all these Web sites will serve your needs (or that
all the links will be current), but my goal is to expand your search for infor-
mation and increase your personal research tools.

Over the last 15-plus years, the phenomenal growth of access to information
that is only seconds away has been nothing short of spectacular. Everything
from online strategic planning software to donor tracking systems at a fraction
of the cost they were just ten years ago is available to today’s arts manager. At
the same time, the ability of the arts manager to directly communicate with
their audiences 24/7 is as exhilarating as it is daunting. It is truly an exciting
time to be an arts manager.

This book continues to evolve but still has at its core the underlying belief
that it is important to develop managers in the arts who have sensitivity, use
common sense, and apply skills from disciplines such as business, technol-
ogy, finance, economics, and psychology. Keeping the art in arts management
may sound like a simplistic slogan. However, as anyone who has been in the
field for a while will tell you, it is harder to do than one would think.



My central premise is that an arts manager’s purpose is to help an organiza-
tion and its artists realize its vision and fulfill the mission. Keeping the dream
alive that started the organization and then continually advancing it is worth
waking up for every morning. This lofty-sounding pursuit is grounded in
the assumption that an effective arts manager helps bring to the public the
unique benefits of the arts experience. There are different ways to describe this
experience. For example, when a musical note is sung or played perfectly, or a
dance movement seems to defy gravity or triggers an emotion or creates a real-
ization, we experience something unique. Sometimes a painting, sculpture, or
photograph provides an indescribable pleasure as we stand there viewing it.
When we go to the theater and witness a scene that is acted with such power
and conviction that it gives us chills, we are enriched. Working to bring these
experiences to others is a supremely worthwhile endeavor to pursue.

Although this book makes no pretense of having all the answers about how
best to go about maximizing the arts experience or operating the perfect orga-
nization, it is my hope that it will provide information and guidance about
how an arts manager can be as effective as possible given the resources avail-
able. The information and ideas contained in this text are intended to be a
springboard for developing your own schematic for leading and managing in
the arts. Best wishes in your efforts.

ORGANIZATION OF THE TEXT

Here is a brief overview of the 4th edition of Management and the Arts.

Chapter 1 has a new title and provides an overview of types and levels of
management found in arts organizations. The management process is also
discussed and sample mission and vision statements are highlighted.

Chapter 2 has a new title and has also been updated. The chapter examines
the historical origins of arts organizations as well as profiles the evolution of
arts management. A sample business plan is included along with an updated
section on the job of the arts manager today.

Chapter 3 introduces the reader to the evolution of management theory from
ancient times to the present. This chapter is an overview of many of the key
systems and people that contributed to what makes up the field of manage-
ment. The basic concepts of systems and contingency management are intro-
duced. Updates have been added to include some of the latest trends in the
field of management.

Chapter 4 has a new title and has been revised to reflect the many changes
that have taken place in the world in the last few years. However, the focus
of the chapter is still on the relationship of the arts organization to the many




external forces that shape how our society functions today. The section on
content analysis has been revised and each of the external environments has
been updated. The goal of this chapter remains to provoke your own ponder-
ing about what the future may bring.

Chapter 5 has been reorganized to better outline strategic planning and the
decision-making process and a SWOT chart has been added.

Chapter 6 analyzes the principles of organizing and how organizations are
designed. Organizational charts for several different types of arts organiza-
tions have been updated. The section on corporate culture has been rewritten.

Chapter 7 has a new title that reflects the integration of human resource
management with strategic planning and organizational design. The goal is
to show various methods for designing jobs, recruiting employees, selecting
staff, and providing job enrichment.

Chapter 8 outlines the major concepts of leadership theory, including trait,
behavior, and contingency leadership approaches, group dynamics, and
behavior. I have also added more about working with boards and running
meetings.

Chapter 9 has a new title and been revised to cover management information
systems and the budgeting processes required to effectively operate an arts orga-
nization. The sections on control and resource allocation have been revised.

Chapter 10 has also been reorganized and updated. This chapter examines
basic economic concepts and financial management techniques as applied to
the arts. Concepts in the areas of supply and demand are related to arts orga-
nizations. Current and classic studies of the economics of the performing arts
are also highlighted. Reading and understanding financial statements and the
basics of financial planning are also discussed.

Chapter 11 has been updated to reflect many of the new marketing and audi-
ence development strategies explored via the Internet. A section on brand
management has been added as well as new resource suggestions.

Chapter 12 has been updated to reflect many current practices in the field
of development and fundraising. The basic focus of this chapter remains on
ways that an organization can increase its revenues to meet its mission. The
fundraising audit, strategic planning, working with different categories of
funders, and the techniques of fundraising are discussed.

Chapter 13 has a new title and has been refreshed and revised in an effort to
better integrate the revisions throughout the book. The chapter goal is still
focused on developing an integrated system for applying the previous twelve
chapters.



Chapter 14 has a new title and has been revised in this edition. Compensation
and issues related to using technology to enhance the job search have been
added.

OTHER HIGHLIGHTS OF THIS EDITION

Each chapter has several new sidebars and many of the chapters have all
new case studies or discussion topics. I have kept the list of terms and con-
cepts and discussion questions at the end of each chapter to promote in-class
dialog opportunities. I have also updated many of the lists of references for
further reading in related topics. Wherever possible I have tried to revise the
illustrations to provide better visualizations of the concepts discussed in the
chapter.

WEB SITE RESOURCE

Last, but certainly not least, this book now has a Web site that may be
accessed at www.managementandthearts.com. I encourage instructors, stu-
dents, and arts managers to explore further questions or ideas related to each
chapter at the Web site. In addition, a sample course syllabus with additional
project assignments and other suggested resources is available at the Web
site. You may also participate in a blog at the site or e-mail me at byrnes@
managementandthearts.com. Over time, I plan to expand the Web site as
an up-to-date complement to the book for general readers, instructors, and
students.

I will also be happy to send instructors the answers to the dance company
financial report used in Chapter 10. In addition, I welcome suggestions, cor-
rections, or questions about this edition of the book. Thank you.




This page intentionally left blank



Acknowledgments

The fourth edition of Management and the Arts was a true team effort. I will
try to do my best to thank all the people who have contributed to this effort.
As always, I am deeply grateful for the assistance of my wife Christine over the
eight months it took to research, revise, update, and write this edition.

I could not have completed this work without the support of Southern Utah
University for my research and scholarship. The feedback and resources from
the students in our arts administration graduate program at SUU has been
invaluable. Our seminar classes have been a source of constant new ideas and
perspectives about managing and leading in the arts. I'd specifically like to
thank Anna Ables, Julie Harker Hall, Shannon Sundberg, and Elizabeth Van
Vleck for source material used in this edition. Thanks to the many instructors
who have used previous editions of Management and the Arts. Your questions
and suggestions were very helpful in shaping this new edition.

I also want to thank my colleagues here in Cedar City at the Utah Shakespearean
Festival for being part of an active and engaging dialog about how arts
organizations can sustain, change, and thrive in these challenging times.
Thanks to Fred C. Adams, R. Scott Phillips, Cameron Harvey, Douglas Cook,
Kathleen Conlin, J.R. Sullivan, Todd Ross, Michael Bahr, and the dedicated
staff of USE Thank you for affording me the opportunity to be part of the
Festival in my own small way.

I am also indebted to Patrick Overton and Jim Volz for sharing their observa-
tions and varied perspective about the challenges and triumphs of managing
the arts in America. I would be remiss if I didn't also acknowledge the contri-
bution to my ongoing education made possible by working with Donna Law
of the Orlando Shakespeare Theater, Kerry McCarthy and Helene Bleiberg of
McCarthy Arts Consulting, and Robert Bailey of AMS Planning and Research.
I also appreciate the broader perspective I have gained about managing and
leading arts and culture organizations from my colleagues at the Institut fiir
Sprachen und Wirtschaft (ISW) in Freiburg, Germany. The opportunity to lec-
ture at ISW annually since 2003 has been an honor. Hermann Ayen, Tenna

Xix



n Acknowledgments

Jensen, Konrad Ayen, and all the students at ISW have helped expand my
horizons.

All my colleagues at USITT continue to be a source of new opportunities that
add to my knowledge about working with diverse points of view and perspec-
tives in organizations. Sylvia Hillyard Pannell, Travis DeCastro, Carl Lefko,
Michelle L. Smith, Barbara E. R. Lucas, Carol B. Carrigan, Monica L. Merritt,
and many others, have been contributors to this book, whether they knew
it or not. Their commitment to excellence is inspiring and their friendship is
priceless.

I want to especially thank Will Maitland Weiss and Richard Maloney of
Boston University for their valuable feedback on the manuscript. Their many
suggestions were invaluable in the final stages of producing this edition. I also
appreciate Dan Martin’s thoughts on our evolving world of arts management
in the forward to this edition.

Last, but not least, I'd like to thank my colleagues at Focal Press, especially
Cara Anderson, Dawnmarie Simpson, Valerie Geary, and Alisa Andreola for
their help and support over the many months it took to birth this edition.

April 2008
WJB — Cedar City, UT



CHAPTER 1

Management and the Arts

There’s more to the arts than meets the eye. Yes, the performing and
visual arts are supposed to be entertaining, but behind every creative
endeavor exists a more profound concept without which a Community
shrivels up and dies: the arts remind us of our power to innovate. The
act of creation is the essence of our purpose and is essential to our
progress as a humanity.

“The Importance of the Arts in a Community,” Craig W. Johnson, April 2006

KEY TERMS

Review these terms from the chapter and begin to incorporate them into
your day-to-day thinking about management and the arts.

Manager Functions of management:
Organization m planning, organizing, leading, and
Organizing controlling
Open system model Functional areas of work for an arts
Levels of management: operational, manager:

managerial, strategic m planning and development
Types of managers: frontline, m marketing and public

functional, general, relations

administrative m personnel management
Division of labor m fiscal management
Hierarchy of authority m board relations
Formal and informal structures m labor relations
Corporate culture m government relations
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In this introductory chapter we will engage in a quick overview of the field
of arts and entertainment management. You will see there are numerous
options for working in the field. The general process of management and the
required skills to work in this area will be discussed. We will also introduce
basic definitions of terms and concepts that will be applied throughout this
book. Lastly, we will cover the basic management process and the key func-
tional areas an arts manager will need to use if he or she is to be successful
and effective in managing and leading in the arts.

THE BUSINESS OF ARTS AND ENTERTAINMENT

By a unique combination of historical circumstances and our consumer-
driven economy, the United States has created a multibillion-dollar arts and
entertainment industry that is a dynamic mix of professional for-profit and
many smaller professional and nonprofessional not-for-profit, arts-related
businesses. Unlike many other nations, the federal and state government pro-
vides minimal direct support to the arts and entertainment industry in the
United States. However, the often maligned and complex income tax system
in America does provide support that is a form of subsidy.

Museums and many performing arts centers are often owned by cities or
states, but the vast majority of performing arts organizations, media compa-
nies, and sports teams are privately owned businesses, public companies with
stockholders, or tax-exempt not-for-profit corporations. Figure 1.1 provides
an overview of some of the various types of organizations where one may find
employment in arts management.

Both for-profit and not-for-profit arts and entertainment organizations
depend on the revenue from sales and other investments for income and spe-
cial tax breaks to support day-to-day operations. For-profit organizations are
able to take advantage of numerous tax laws that allow them legally to mini-
mize their liabilities. Not-for-profit organizations enjoy the additional ben-
efits of being exempt from paying many taxes and being permitted to raise
money through the solicitation of tax-deductible contributions.

The roots of the current system of for-profit and not-for-profit arts businesses
were established at the end of the nineteenth and beginning of the twentieth
century as advances in technology began to change the way people experi-
enced entertainment. The new technologies created the potential for estab-
lishing audiences on a mass scale never before possible. People tuned in to
the radio, went to the movies, and eventually stayed home to watch televi-
sion, videotapes, and DVDs, or to be entertained by any number of emerging
personalized technology systems from MP3 players and online gaming. High
Definition (HD) home entertainment systems costing thousands of dollars
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Music

Symphony Orchestras
Choral Groups
Music Festivals

Chamber Groups
College/University
Community Groups

Theater
Broadway
Off & Off-Off Broadway
Touring
Regional
Dinner Theater
Children’s Theater
College/University
Community

Opera
Major Companies
Regional Companies
Touring
College/University
Community

Dance
Major Ballet Companies
Regional Dance Companies
Modern Dance Companies
Ethnic Dance Companies
College/University
Community

Museums
e Arts, Science, History,
Health, Children
. Galleries — public and private
e College/University

Arts/Humanties
Councils
National
State
Regional
Local

Presenting
Booking Agencies
Regional and Local Arts
Presenters
Colleges/Universities

Service
Organizations
Performing Arts Groups
(Symphonies, Theater,

Dance, Opera, etc.)
Museums

Arts Agencies
Arts Presenters

Consulting Services

Freelance
Arts Consulting Firm
Grant writing & research

Themed

Entertainment
Theme Parks Worldwide
Regional and Local Theme
Parks

Television
Major Companies and
National Public TV and
Radio
Local Stations
College/University Stations

Film Industry
Major and Independent
Companies

Movie Theaters
Distribution Companies
Music Video Companies

Recording Industry

Major Labels
Independent Companies
Recording Studios

Popular music touring

Sampling of job opportunities for arts managers

Figure 1.1
Arts management
opportunities.
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are becoming more common in homes across the nation. Along with these
new technologies, the evolving area of media arts has found its way into the
landscape of for-profit and not-for-profit organizations.

By the latter part of the twentieth century, the concept of home entertainment
centers built around ever-advancing computer technology allowed people even
more entertainment options. In addition, family-oriented theme parks provide
active entertainment experiences to millions annually with events and rides
tied directly to film and television industry products. The profits attained by
packaging and distributing entertainment to millions of people led to the cre-
ation of an industry based on appealing to the broadest possible audience.

Meanwhile, the live performing arts groups continued to face the inherent
limitation of seating capacity, fixed schedules, and the rising costs of deliver-
ing the product. Fortunately, the rising levels of education, population, and
income fed by economic growth after World War II, along with financial con-
tributions by individuals, foundations, corporations, and state and federal
arts agencies, helped support the art forms in the face of the continued migra-
tion to the mass media.

The media arts sector has also seen extraordinary growth tied to the rapidly
declining cost of computing. Completely new design areas integrating film,
video, and the Internet have come into existence in the last twenty years.
A 2002 publication by the RAND Corporation! featured the important role
media artists have in shaping the future of how people interact with organiza-
tions and the types of programmatic activity available to the public.

On paper, the future looks bright. For example, in 2005 the National
Endowment for the Arts (NEA) reported that consumers spent $12.7 billion
on live arts events.” The NEA reported 2.1 million Americans were employed
in the arts in 2005.%> And, in 2007, the National Center for Charitable Statistics
at the Urban Institute reported there were approximately 1.4 million nonprofit
organizations registered with the IRS. Of the total, 32,056 were classified as
arts, culture, and humanities organizations.*

Opportunities

As you will see, there are a large number of organizations needing effective
managers and leaders. As Figure 1.1 demonstrates, there are many different
types of arts and entertainment organizations and companies seeking skilled
managers. Popular music, theater, theme parks, television, other media com-
panies, and the film and recording industry all need managers to help fulfill
the primary purpose of the business. The entertainment industry is, of course,
very concerned with maximizing revenue and creating a profit. In fact, we live
in a world that delivers the majority of the entertainment we watch or attend
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through a for-profit business model. Although the risks of failure are very
high, there is still a substantial number of people willing to take the chance
of making a profit from the hit show, popular event, or artist.

Growing businesses

With the expansion of new ways to experience live and prerecorded entertain-
ment and the increase in wealth among the general population came the pro-
liferation of both profit and nonprofit businesses designed to meet the rising
demand for entertainment. Thousands of new jobs were created for manag-
ers as companies expanded their operations. Each of these enterprises needed
people with special skills and knowledge to ensure that the product was cre-
ated and distributed in a way that realized the organization’s goals, as stated
by the owners or boards of directors.

For-profit theater, film, television, videos, nightclubs, popular music, radio,
and spectator sports are big businesses employing highly visible stars and
hundreds of thousands of support people. A report published by Rand
Research noted that over 20,000 companies were in the broadcast, publishing,
or wholesaling business of delivering entertainment product in the United
States.” The total includes broadcasting and cable companies, film companies,
and music stores.

Not-for-profit professional arts organizations in theater, music, dance, and
opera and museums make up a great many of these businesses, providing year-
round employment at all levels of management. There are also many smaller
not-for-profit amateur community groups in music, theater, and dance that
often hire a manager to help administer the organization. As noted earlier,
these sectors of the entertainment market account for more than 2.1 million
workers. People working in the arts in turn contribute to the national eco-
nomic system with their purchases of goods and services. The arts help to fos-
ter economic growth in communities across America. Chapter 10, Economics
and Financial Management, will elaborate on the economic impact of the arts.

Concerns about the future

Despite a history of growth, many people in the visual and live performing arts
are anxious about the future. Some of these concerns stem from the chang-
ing demographics in America and the preference among young people for
recorded or electronic media as their source for entertainment. The question
about where future audiences will come from is very much on the mind of arts
managers. Arts organizations are grappling with the future positive and nega-
tive implications of what has been termed the “digital divide.”® Others see the
political pressure at the state and federal level to limit or reduce taxes as only
further increasing the demand on limited resources. Government policy has
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become more focused on delivering essential services at the expense of what
is often perceived as more marginal activities, such as supporting arts and cul-
tural groups.

The for-profit entertainment industry is also concerned about the plethora of
entertainment opportunities available to consumers. As the capabilities of the
Internet to deliver TV and movies on demand continue to improve, the multi-
plex movie theater owners are just as concerned about attracting customers as
the managers of the many performing arts centers across America. The trend
of flat or declining attendance numbers at movie theaters is a reality.” In addi-
tion, rising production and salary costs are driving ticket prices up for live and
recorded arts products.

New technology has permitted entertainment to become more personal-
ized and miniaturized. The change from mass media to more individualized
entertainment systems, coupled with the often lagging resources for arts edu-
cation in the schools, appears to many arts managers to be creating audiences
with different attitudes about what they see and hear. Performers often note
that audiences do not know how to “behave” any more at a concert, theater,
dance, or opera event.

The often-predicted dramatic increase in leisure time seems to have vanished
as people choose to do more in the day. With leisure time at a premium, con-
sumers are making careful choices about how they spend their entertainment
dollar.

Many arts leaders and their supporters also fear that too many groups are
chasing too few patrons. Although many organizations agree that it is a sign
of a thriving community to have many types of arts organizations existing
side by side, they also recognize that their potential audiences only have so
much time and money to spend on and to donate to the arts. These concerns
have prompted several studies about the economic and cultural impact of the
arts in communities across America.?

In Chapter 4, The Adaptive Arts Organization, we will delve into a more
detailed examination of the forces and trends that affect arts organizations.
The development of trend analysis skills can prove to be very useful in plot-
ting the future of an arts organization.

MANAGERS AND ORGANIZATIONS

This book will examine how the arts manager can use the processes of plan-
ning, organizing, leading, and controlling to facilitate the operation of an orga-
nization and fulfill its mission in these uncertain times. These four functions of
management are the basis for the working relationship between the artist and
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the manager. Because most of the activity associated with the performing arts
and with museums occurs through some type of organization, this text con-
centrates on management in a group environment.

Let’s look now at a brief overview of the manager, the organization, and the
process of organizing.

The manager

In any organization, a manager is “a person who is responsible for the work
performance of one or more people.”” The manager’s basic job is to orga-
nize human and material resources to help the organization achieve its stated
goals and objectives. With this definition, a stage director or stage manager, a
lighting designer, a conductor, a choreographer, and a curator are all manag-
ers. The details of their job descriptions may differ, but the responsibility of
getting others to do something is the same. Leadership skills are needed to
effectively direct others to accomplish the work that must be done.

The organization

Managers function within an organization, which has been defined as “a col-
lection of people working together in a division of labor to achieve a com-
mon purpose.”!” This definition certainly describes the way we go about
creating and delivering the artistic product in our world. Figure 1.2 shows
how organizations interact with many external environments in a process of
transforming their resources (inputs) to products or services. The output of
an arts enterprise may be a performance or an exhibition. This open system
model,! as it is called, is a graphic representation of how organizations inter-
act with the world around them (see Figure 1.2).

The primary environments that affect all organizations are economic, politi-
cal, cultural, demographic, and technological. Chapter 4, The Adaptive Arts
Organization, examines the impact of each of these environments on orga-
nizations. As we will see, the survival and growth of an organization depend
on its adaptability as these environments change. Managers of organizations
must use all the skills and knowledge at their disposal, because these environ-
ments are always presenting new opportunities and threats.

The process of organizing

As we will see in Chapter 6, Organizing and Organizational Design, the pro-
cess of achieving the organization’s goals and objectives requires that the
manager actively engage in the process of organizing, which has been defined
as “dividing work into manageable components.”!? Typical examples of orga-
nizing in the arts include a director working with a stage manager to develop
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Figure 1.2
Organizations as open INTERACTING EXTERNAL ENVIRONMENTS
systems. Economic, Political, Cultural, Demographic, Technological
Ve Y
INPUT ORGANIZATION OUTPUT
~___ @@

4 T o onri e )
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Raw materials and Transforms input based on 0 Productions
resources (lumber, management of resources Q Exhibitions
paint, musicians, and processes unique to Q Special Events
actors, dancers, the organization (builds set, Q Projects

etc.) \_rehearses performers, etc.)

Feedback loop - alters input, alters processes, and then alters output

a rehearsal schedule for a production, or a box office manager designing a
staff schedule to cover the upcoming performances.

Levels of management and types of managers

In any organization, there are different levels of management and different
types of managers. Typically, organizations have operational, managerial, and
strategic levels of management,'® and line, staff, functional, and general man-
agers or administrators.'* (See Figure 1.3.)

Levels of management

The operational level of management is concerned with the day-to-day process
of getting the work done. The sets must be built, the museum guards must
assume their posts, the rehearsal schedule must be posted, the membership
renewals must be mailed, and the box office must sell tickets. The operations
level is central to the realization of the organization’s goals and objectives.
Without the efficient and productive management of its operations, the orga-
nization faces extinction.

The managerial level is often called middle management, because it coordinates
the operations and acts as a bridge between the operational and strategic levels
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Management levels and organizational Structure.

of management. For example, the board of directors and the artistic director of
a theater or dance company ask the production manager to evaluate the impact
of adding a touring season to the company’s schedule. If the plan is feasible,
the production manager will have the task of coordinating the schedules, mate-
rials, and people required to initiate this program of activity. The managerial
level usually functions in a one- to two-year planning cycle in the organization.

The strategic level of management, on the other hand, watches the overall oper-
ation of the organization with an eye toward constantly adjusting and adapting
to the changing environments that affect the future of the organization while
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staying true to the mission. The goals and objectives are typically assessed
annually. Planning also may extend into the future as much as three to five
years, or beyond. The artistic director, general manager, general director, man-
aging director, marketing director, or other similar senior level personnel are
associated with this role. In addition, strategic managers typically present these
long-range plans to a board of directors. In most cases the board ultimately
oversees the organization’s mission and purpose.

Types of managers

The arts have evolved unique types of managers to make organizations work.
The types of managers listed in this section are found in different combina-
tions in arts organizations, depending on the purpose and design of the orga-
nization. Each art form has specialized job titles and responsibilities.

The first managerial role is the frontline manager and he typically “man-
ages employees who themselves are not managers.”!®> This person is directly
responsible for getting the product or service completed. The head carpenter,
who supervises a stage crew, is a good example of such a manager. The head
carpenter’s job is to get the set up on stage and ready for the performance in
a venue that hosts touring productions. The assistant ticket office manager is
another example of a frontline manager because they often directly supervise
the window or phone sales employees.

Functional managers “lead a particular function or a subunit” and “they are
responsible for a task, activity, or operation.”'® For example, the technical
director in a performing arts group is usually given this responsibility. He
coordinates the work of line managers such as the head carpenter or master
electrician. Other examples of functional job areas could include production
manager, ticket office, informational technology, membership, development,
or accounting.

It is worth noting that because many arts organizations are understaffed, the
roles played by the frontline and functional managers are often combined.
As you will see in Chapter 7, Human Resources in the Arts, job titles are
often doubled or tripled in arts organizations. For example, a manager may
have the title of Marketing and Public Relations Director. These two func-
tional areas are usually full-time jobs in themselves, but the lack of funds for
managerial positions requires doubling up on work assignments. The lack of
funding for staff may also mean that there are no frontline managers to work
for the functional manager. For example, the Marketing Director and Public
Relations Director may find themselves writing their own press releases and
sending them to the media via e-mail.

General managers “are responsible for the overall performance of an organi-
zation or one of its major self-contained units.”!” For example, the general
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manager of an opera company oversees production, marketing, fundraising,
and administration for the organization.

Another managerial title often found in arts or not-for-profit organizations is
administrator. Although the administrator is typically playing the role of a gen-
eral manager, the title is often used in nonprofit or academic organizations to
refer to someone empowered to carry out goals and policies defined by others
such as a board of directors. Depending on the bylaws or governing laws of
the organization, the administrator may or may not be given the final author-
ity to make plans or policies but is responsible for their implementation.

Common elements in an organization

A division of labor and some type of hierarchy exist in most organizations.
The division of labor typically takes a form that matches the organization’s
function. A dance company has a different division of labor from an opera
company for the simple reason that the processes and techniques used in cre-
ating the work and preparing a performance are different. For example, many
regional opera companies have a small permanent staff. The singers, orches-
tra, director, stage crew, and designers are hired to do a single show. Ballet
companies, on the other hand, often have 30 or 40 dancers contracted for up
to 40 weeks a year, therefore requiring a different division of labor to meet
the needs of a resident company of performers.

The hierarchy of authority in an organization is designed to ensure that the
work efforts of the different members of the organization come together as a
whole.!8 The typical hierarchy involves a vertical reporting, communication,
and supervision system. Chapter 6, Organizing and Organizational Design,
details various methods for organizing management systems.

In most arts organizations, which are small businesses with budgets under
$2 million, the levels of management and the formality of the hierarchy are
usually limited. However, as an organization grows in size and more staff is
added, the levels of management increase, and the hierarchy tends to become
more formal. Arts managers need to be watchful of this development, espe-
cially if overly complex divisions of labor or a burdensome hierarchy begin to
impede the accomplishment of the organization’s goals and objectives.

An informal structure also exists in all organizations. No organizational chart
or detailed plan of staff responsibilities is able to take into account all of the
ways people find to work with each other. Employees often find new combi-
nations of people to accomplish tasks that do not fit into the existing hier-
archy or organizational design. Some organizations thrive on this sort of
internal innovation; others become chaotic.
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Arts organizations often develop organizational designs aligned with func-
tional areas. For example, the production staff, office staff, performers, and
upper management develop structures to operate their own areas. The result
can be four organizations instead of one. At the same time, organizations,
like people, can lapse into habitual behavior patterns. Tradition becomes the
norm, and innovation is resisted. Again, the arts manager must keep an eye
on the organization’s formal and informal structure. Careful intercession can
correct unproductive structures that develop.

Organizations at their core are not neutral entities. They are microcosms of
society. Organizations are collections of individuals with beliefs, biases, and
values. Unique myths and rituals are part of what is called an organization’s
corporate culture (see Chapter 6). Simply described, the corporate culture is
“how things are done” in the organization. For example, the culture of the
organization usually establishes values for such things as the quality and
quantity of work expected. Some organizations have a positive culture that is
communicated to employees. For example, a manager might say, “Our stage
crew is here to make things work, and their contribution is valued and recog-
nized.” In this situation, what is communicated is the overall culture of the
organization that values the labor of its employees. Other organizations have
weak or destructive cultures. Phrases such as “The crew around here is always
looking for a way to get out of work, and they are not to be trusted,” signal
a culture based on distrust and possible conflict. The founder-directed orga-
nization, a model quite prevalent in the arts, can also help establish a strong
culture imbued with the beliefs and values of one individual. Unfortunately,
the departure of this person often leaves the organization adrift.

Any arts organization, no matter how small, is ultimately a complex mixture
of behaviors, attitudes, and beliefs of the people who work or volunteer there.
Because people are the major resource used in creating an arts product, an
organization will continue to be influenced and changed in ways that no one
can predict.

Interaction with external environments also affects the way people inside the
organization think, feel, and behave. For example, changes in laws and the
social system have led to the addition of multicultural programming and
the hiring of more minorities in many arts organizations. (See Figure 1.4.)

Arts organizations as institutions

Arts organizations are learning to effectively integrate long-term strategic
thinking while developing sensitivity to the changing environments that
shape the beliefs and values of the entire culture. (See Figure 1.4.) Because
the performing and visual arts are dependent on the creative explorations
of individuals for the new material they present, the design and function of
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Figure 1.4
External environments.
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these institutions should be focused on looking toward what will be and not
at what was. However, many artists perceive arts organizations as institutions
that are more comfortable with the past. The creation of organizations in the
performing and visual arts that look like imitations of corporations with exec-
utive directors, vice presidents, and associate directors is not universally seen
as a good sign.

Many artists are asking organizations to examine such fundamental questions
as “What is our mission?” “Just what is it we are doing?” “What things are
really essential to our mission?” “Whom do we serve?” “What do people think
we do?” and “What are we really contributing to the community and our
culture?” What are values and what do we deem important?” (See the fol-
lowing box containing the Oregon Shakespeare Festival Mission, Vision, and
Values Statement as an example of how these questions are addressed.)
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These question can also open a dialog in a community about the arts and
what they can bring to the important questions about the quality of life in
a community. The arts can offer communities opportunities to differentiate
themselves from other regions in a state. Having clear and widely distributed
mission, vision, and values statements can go a long way to actually building
a type of community pride in its arts organizations.

The continual process of realizing a mission needs to be factored into the
design and operation of the arts organization. The pursuit of an artistic vision
and the successful presentation of that vision to the public needs as much
attention and thought as any commercial business enterprise in the world.

Sample Mission, Vision, and Values Statement
The Oregon Shakespeare Festival articulates it mission, vision, and values in
relation to its overall strategic plans.

Oregon Shakespeare Festival

Our Mission

The mission of the Oregon Shakespeare Festival is to create fresh and bold
interpretations of classic and contemporary plays in repertory, shaped by the
diversity of our American culture, using Shakespeare as our standard and
inspiration.

Our Vision

We envision the Oregon Shakespeare Festival as a creative environment where
artists and audiences from around the world know they can explore opportu-
nities for transformational experiences through the power of theater.

Values

The following values support this vision and our overall mission. They are at
the center of everything we do, and describe how we work together. While we
recognize the need for balance among them, these values guide us in all our
decisions:

Excellence

We believe in constantly seeking to present work of the highest quality,
expecting excellence from all company members. We are committed to a
bold, imaginative production style that illuminates our world in a fresh and
insightful manner, producing theater that inspires profound understanding
and hope for the human condition.

Learning
We believe in being an organization that offers company members, audiences
and students the richest possible learning experiences.
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Collaboration
We believe that the collaborative process is intrinsic to theater and is the bed-
rock of our working relationships.

Diversity

We believe the inclusion of diverse people, ideas, cultures, and traditions
enriches both our insights into the work we present on stage and our relation-
ships with each other. We are committed to diversity in all areas of our work
and organization.

Company

We believe in sustaining a safe and flexible workplace where we rely on each
other to work together with trust, respect, and compassion. We practice direct
and honest communication. We encourage and support a balance between
our lives inside and outside the Festival.

Financial Health
We believe in continuing our long history of financial stability, making wise
and efficient use of all the resources entrusted to us.

Heritage
We believe that the Festival’s history of more than seventy years gives us a her-
itage of thoughtful change and evolution to guide us as we face the future.

Source: http://www.osfashland.org/about/mission.aspx

THE MANAGEMENT PROCESS

The organization and systems described thus far are predicated on the
assumption that there is an artistic product to manage. How does this prod-
uct come into being? In many cases, an individual or a small group of people
have the drive and energy to create something from nothing. For example, a
playwright and director may team up to interest other people in a script. If
people with money can be found to back the show, they hire performers and
designers to bring the work to life. Sometimes, much less often than anyone
cares to consider, the show is a hit.

A long-standing love for opera may drive someone to start a regional opera
company or two dancers may decide that it is time to start their own com-
pany. The dancers may be tired of dancing someone else’s choreography, and
they have some ideas of their own that they would like to see performed.
A group of visual artists may start a cooperative exhibition gallery and operate
it themselves. A graphic designer or Web designer is weary of working for a
large company and decides it is time to start his own business.
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Whatever the circumstances, the success or failure of these ambitions will be
related to how well the four functions of management are fulfilled. Without
proper planning, good organization, creative leadership, and some control
over the enterprise and its budgets, the chance of success is greatly dimin-
ished. Obviously many organizations exist in this world that do programs
and projects that do not master these four functions. Poorly planned, badly
organized, weakly led, and inadequately controlled events happen all the
time. The events that suffer from various forms of dysfunctional management
make for entertaining war stories, but the human toll taken by such examples
of bad management is precisely why good managers are needed in the arts.
There is no benefit to the art form or the community if the very people who
love the arts are destroyed by it.

It is important to remember, however, that a bad play, opera, musical, bal-
let, symphony, or exhibition cannot be made good by excellent management.
If people do not respond to a new theatrical work after rewrites and extra
rehearsals, it does not matter how well the show was managed. Ultimately,
if there is no artistic vision behind the enterprise, then the chances for long-
term success are greatly diminished.

We will take more time to examine the evolution of the arts and how arts
managers fit into the entire process in Chapter 2. For now, let’s consider the
four functions and relate each of them to an arts application.

Four Functions of Management
m Planning is deciding what is to be done.
m Organizing is deciding how it is to be done and who is to do it.
m Leading is deciding how other people are to get it done.
m Controlling is deciding if it is or isn’t getting done, and what to do if
itisn't.

Planning

This first function of management can be the hardest. Deciding exactly what
we want to do, setting realistic goals (what the organization wants to accom-
plish), and then determining the objectives (the specific steps to take and
the timetable for completing the tasks) to be used in meeting the goals is
hard work.

There also are various sorts of plans. Some are short-range plans: What am I
going to do tomorrow? Short-term plans usually don't present too much of a
challenge for people. On the other hand, planning three to five years ahead
can be an intimidating, if not impossible task.
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Organizations and people must plan because the world is constantly chang-
ing. Audience tastes and values change over time. The arts manager’s job is to
recognize the elements in the world around the organization that may pose
new opportunities or may be a threat. Then the manager must work with the
board and the artistic leadership to chart a course of action designed to guide
the organization into the future.

For example, the artistic director of the ABC Opera Company reads in the
newspaper that state funds for arts organizations to visit schools will soon be
increased. A goal is established to seek the funding and then implement a tour-
ing program in the next year because it relates directly to the organization’s
mission of bringing opera to the widest possible audience. The staff researches
costs and benefits. A plan and the goals are drawn up and reviewed with
the board. The board approves the idea and the company establishes a pilot
program.

Organizing

Organizing is the process of converting plans into a course of action. Getting
the people and resources together, defining the details, creating a schedule
and budget, estimating the number of people needed, and assigning them
their jobs is all part of organizing.

The ABC Opera Company, for example, sets up a special touring department.
With the grant it obtains from the state the company hires a director of tour-
ing and puts into place the details of the plan. For the first year, the company
will have a small group of 6 singers tour 10 schools to perform scenes and
hold opera workshops. Detailed schedules, contracts, and evaluation methods
are established.

Leading

The third function of management requires getting everyone in the organi-
zation to share a vision of what can be accomplished if everyone works
together. Leadership skill and effectiveness are highly prized attributes in any
situation. For the arts manager, working with the highly self-motivated, inde-
pendent-minded people often found in the arts offers a unique leadership
opportunity.

After the ABC Opera Company touring staff is hired, the artistic director meets
with everyone to clarify the project’s purposes and goals. The director provides
an overall timetable and explains where this new operation fits into the orga-
nization. The company’s mission is recalled, and a challenge is issued to make
this a quality touring program. The leader of the tour group provides the day-
to-day guidance needed to make the project a success.
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Controlling

The fourth function of management is concerned with monitoring how the
work is proceeding, checking the results against the objectives, and taking cor-
rective action when required.

After six months, the artistic director reviews the activities of the ABC Opera
touring company and finds that bookings are well below the number expected,
singer turnover is high, and the budget for the year is almost gone. Meetings
are held to pinpoint problems and consider solutions. Staffing changes are
made, and the project is now monitored on a weekly basis. After a year, many
of the problems have lessened, and the touring project is having a positive
impact on the community.

Management in Practice

The typical production process for a performing arts event provides a good
example of management in practice. For example, a director or choreographer
working to prepare a production or concert draws on many of the same tech-
niques and principles applied every day in the highly competitive world of
business. Practices such as teamwork, project management, and performance
appraisal are fundamental ingredients in a show. The leadership skills of a
director or choreographer determine how well the entire production will go.
Preparing a production or concert is a group management effort and therefore
requires careful attention to the changing, complex dynamics of the perform-
ers, designers, and production staff. Motivation levels must be maintained,
conflicts must be resolved, and effective time-management skills are required
if the show is to open on time and be of a high quality. In other words, the
skills required to successfully create a performance event are the same skills
required to run a successful business.

Functional areas

When engaged in planning, organizing, leading, and controlling there are
typically seven basic functions an arts manager fulfills:'°

1. Planning and development
Marketing and public relations
Personnel management

Fiscal management

Board relations

Labor relations

Government relations

Nookwbh



The Management Process

Planning and development are linked because arts organizations are always
seeking ways to increase revenue to fund new programs and to pay for the
inevitable increases in operating costs.

Marketing and public relations provide the organization’s most visible link
to the community. Without a strong connection to the community, the arts
organization will find it difficult to attract audiences and donors.

Good personnel management and labor relations are essential if the organi-
zation is to be productive. Neglect or abuse of the human resources available
to a manager can disrupt the entire enterprise.

Good fiscal management is critical if the planning, marketing, and fundrais-
ing efforts are to succeed. Generally, donors prefer to make contributions to
organizations that show they know how to manage their financial resources.

As with personnel relations, an arts manager must effectively work with and
report to a board of directors. The board and the management may some-
times have a different set of priorities. Until the differences are resolved, the
organization will find it difficult to meet its goals and objectives.

Finally, government relations, which includes the local, state, and national
levels, grow more complex each year. New laws are passed or court rulings are
enforced that change the way an organization does business. These types of
changes typically add to the expenses of the organization.

Throughout this text, we will examine how external environments and
internal organizational dynamics make the task of managing in the arts a
challenging and demanding job. The almost endless variety and changing cir-
cumstances in the world around the arts organization keep the manager’s job
from ever getting dull or routine.

For additional topics relating to an overview of arts and management, please
go to www.managementandthearts.com.

Questions

1. Are you aware of any arts organizations that have been particularly successful or
have faced difficulty in your community? Outline the situation, and explain why
you think the organization did well or faltered.

2. Can you recall a work situation you have been in that was either positive or
negative as a direct result of the manager in charge? What type of manager was
this person (line, staff, functional)? What made this manager effective or
ineffective?

3. List some examples of how you “manage” your life. Have you used any
combinations of the management functions of planning, organizing, leading, or
controlling to achieve objectives you have set for yourself?
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SELECTING A PROJECT ORGANIZATION

Over the course of the semester select an arts organization and request (or
download) a copy of its mission statement, bylaws, and other relevant plan-
ning documents (for example, a five-year plan) for a discussion in class. Based
on the topics covered in this chapter, answer the following questions:

1. Does the organization seem to be fulfilling its stated mission? If yes,
how? If not, why not? Does it have a vision statement? How does it
articulate what it values?

2. Is the organization facing financial problems? Did it have a deficit or
surplus in the last budget year? What is the deficit or surplus history of
the organization?

3. Based on the information gathered, is it possible to ascertain if this
is a well-managed organization? If yes, what evidence supports this
finding? If no, what are the management areas that need improvement
(e.g., planning and development, marketing and public relations,
personnel management, fiscal management, board relations, labor
relations, government relations)?

There are several sources for evaluating the general performance of an arts
organization. Here are two links you may use to do more research about arts
organizations:

1. http://www.guidestar.org/
2. http://www.charitynavigator.org/
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CHAPTER 2

Arts Organizations and Arts Management
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In this chapter, we review the evolution of arts organizations and the field of
arts management. After examining the basic model used to establish a not-
for-profit arts organization in America, we will study the evolution of the job
of an arts manager. We explore how the responsibilities have changed to meet
the increasingly complex demands placed on arts organizations and artists,
and we also touch on the impact the National Endowment for the Arts has
had on the arts scene in the United States.

THE ARTIST-MANAGER

For more than 2,000 years, the artist-manager has been the person who cre-
ated and arranged the meeting of artist and public. Creative drive, leadership, 23
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and the ability to organize a group of people around a common goal remain
the foundation on which all arts management is built. More recently, the tra-
ditional role of the artist-manager has been split into separate jobs to better
cope with the increasingly complex demands placed on managers. However,
this split does not mean that a division or barrier must be erected between
these two roles. Instead, the separation should be viewed in much the
same way as the human brain functions: the two hemispheres are linked
and communicate with each other while each side continues to do what it
does best.

ARTS INSTITUTIONS

One result of the political and social upheaval of the last 400 years has been
the establishment of institutions designed to provide continuing support and
recognition for the artist and the arts. In much of the world, the performing
arts are part of a state-supported system and are operated by resident man-
agers with administrative staffs. Performing and visual arts centers for opera,
dance, theater, and music as well as museums reserved exclusively for art, his-
tory, and science are integral parts of many communities in the world.

In the United States, modest governmental backing for the arts is a recent
phenomenon. Fund-matching grants, special project support, and a taxation
system designed to promote deductible donations by individuals and corpo-
rations continue to be the extent of government involvement in the arts. More
recently, in the last hundred years, the United States government opted for an
alternative system that encouraged the creation of tax-exempt, not-for-profit
corporations to supply and distribute the arts and culture in society.

The increasing complexity of an industrially and technologically based soci-
ety hastened the shift from the artist-manager as the dominant approach to
organizing and presenting the arts. As many communities began to establish
arts institutions late in the nineteenth century (e.g., museums and symphony
orchestras were the early leaders in this transition), year-round management
experts began to emerge. Many arts institutions now appear to be organized
along patterns similar to large business corporations.

Today, the role of the artist and the manager and the degree of control each
has over her respective domains vary from art form to art form. Many small
arts organizations are still created and managed by artist-managers. For exam-
ple, a small theater company in New York City such as The Red Bull Theater
(www.redbulltheater.com) is led by an artistic director who also functions as
the manager. Like many small arts organizations, a business manager helps
the artist-manager with day-to-day operations of the organization.
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A BRIEF HISTORICAL OVERVIEW

Let’s examine a few select points in Western history to trace the development of
the management function in the arts. As has been noted, the artist-manager
is a well-established pattern in the arts. Although this pattern of management
has not changed much in the last 2,000 years, the demands placed on this
individual have increased to the point where the artist-manager position is
now only one of many ways to organize the presentation of arts events. Of
course this brief overview is not intended to substitute for course work or
readings in theater, dance, music, art, or media history.

Ancient times

As the centers of civilization grew, so did those functions we associate with the
arts. The first examples of performance management were the public assem-
blies associated with religious rites in early societies. These performances
were “managed” by the priest and were enmeshed in the fabric of a society.
The theatrical trappings of costumes, dramatic settings, music, movement,
and so on, all supported and heightened the impact of the event. Ultimately,
though, these events were not an expression of the creative drive of a people,
but rather a way of controlling and molding a culture. However, these staged
events did provide a model for organizing large-scale public gatherings.

The beginnings of a system of state-sponsored play festivals can be traced to
the Greeks around 534 BCE. These festivals required the management skills
of planning, organizing, leading, and controlling, much as they do today.
Typically, a principal magistrate, the archon eponymous, supervised the produc-
tion of the play festivals sponsored in Athens. Financial support came from
the richer citizens (choregoi), and the cities provided the facilities. The play-
wright functioned as the director and had something akin to total artistic con-
trol over the show.!

Museums were very much a part of the Greek culture. The word museum, in
fact, comes from “the Greek mouseion, a temple of the muses.”? Neil Kotler
and Philip Kotler note that the early museums in places like Alexandria “func-
tioned as a scholar’s library, a research center, and a contemplative retreat.”>
Ancient Rome often displayed collections of items taken through military
campaigns. The Catholic Church also amassed a considerable collection
of art.*

The Romans produced state-sponsored arts festivals as part of an overall cycle
of public events throughout the year. City magistrates were responsible for
screening and coordinating the entertainment for their communities. The
managers (domini) acted as producers, bringing the play and the performers
to the festivals. These early managers arranged all the elements needed for the
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production with the financial support of the local magistrate. According to
research in theater history, as many as 100 days a year’ were committed to the
various theater festivals of ancient Rome. If this schedule is indeed accurate, a
great deal of managerial skill must have been required to coordinate and pro-
duce these events.

With the decline of Rome came the dissolution of the state-sponsored festi-
vals. The breakup of the Empire did not mean that all artistic activity came to
a halt. However, the transition into what is often called the Middle Ages left
society without a developing dramatic literature to generate works for perfor-
mance. The disappearance of organized financing and facilities also made it
impossible to sustain an ongoing arts community. Performance groups there-
fore resorted to touring as a means of survival. Smaller scale community fes-
tivals helped provide opportunities for the itinerant artists to eke out a living.
Overall, Western history has not provided much evidence of significant artis-
tic activity in Europe during this time.

Other cultures were, of course, developing indigenous forms of music, dance,
and theater. The arts were very much a part of Byzantium, India, and China.
While Europe was struggling, other cultures were establishing forms of dance,
theater, music, and visual arts that are with us today. Varying degrees of state
and private sponsorship were involved. The role of the manager did not radi-
cally differ in these cultures because the functions required to organize and
coordinate arts events were the same.

The Middle Ages

The Church was the producer of many sanctioned performances during the
Middle Ages. The performance of liturgical drama, which served as a type of
religious instruction, originally resided within the management structure of
the Church. As communities developed and the overall economic environ-
ment improved, this drama moved outdoors and became part of public pag-
eants and festivals, using stages mounted on portable wagons. Nonliturgical
drama and various forms of popular entertainment, such as jugglers and
mimes, were part of a rebirth of performance.

By the fourteenth century, the Church had little control over the proliferating
performances. A system of patronage and sponsorship by the trade guilds led
to an expanding role for the manager-director. Historians Oscar Brockett and
Franklin Hildy note that during the fifteenth and sixteenth centuries:

...complex productions required careful organization, for the handling

of casts that sometimes included as many as 300 actors, of complex
special effects, and large sums of money could not be left to chance.
Consequently, the director (or stage manager, or pageant master) was of
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considerable importance. ...Often this position was given to a member
of the guild, but in some instances a “pageant master” was put under
contract for a number of years at an annual salary. For example, at
Coventry in 1454 the Smiths contracted for a period of twelve years
with Thomas Colclow, who was to supply everything needed except the
wagons and costumes. The pageant master secured actors, arranged
rehearsals, and took charge of every phase of production.?

There also are records of various productions making some kind of a profit.
According to Brockett and Hildy there is the example “At Reims in 1490, 5616
persons paid admissions”” to a series of municipally sponsored performances.
One might conjecture if admission was charged, then someone had to prob-
ably manage and coordinate the sales much as a ticket office manager would
today.

The Renaissance

The continuing surge of the arts was dramatic throughout the Renaissance.
The social, political, economic, and cultural environments were undergoing
changes that fundamentally altered people’s perceptions of the world. The
rediscovery of the Greeks opened up the creative spirit of the times. During
the fourteenth to sixteenth centuries, neoclassical theater began to flourish,
opera and ballet were born, and the role of the arts manager burgeoned.

In opera, theater, and dance, the expansion of literature was accompanied
by the construction of performance spaces that took advantage of the stage
technology of the time. This in turn led to the rise of stage crew specialists in
such areas as rigging, lighting, special effects, and costumes. The coordination
required of the increasingly complex productions helped solidify many of the
traditional roles in backstage operations and management.

In the late sixteenth century, opera was born in Italy out of the intermezzi,
which was a form of entertainment that occurred between the five-act dramas
of the time. In 1594, the first opera, Dafne, authored by Ottavio Rinuccini
and Giulio Caccini, music by Jacopo Peri, premiered and laid the foundation
for an entire art form. This work was born out of the Camerata of Florence,
a group of scholars interested in “creating plays similar to ancient Greek
tragedies.”®

The court dance of the thirteenth and fourteenth centuries helped forge a path
for the creation of ballet. One of the key developments in the seventeenth
century was the development of schools of dance training. One of the more
prominent academies was established in 1661. “Italian musician, composer,
dancer, mime and musical administrator, Jean Basptiste Lully”9 was appointed
by Louis XIV to direct the Royale Academies of Dance and Music.'” The first
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ballet, Ballet Comique de la Reine, was performed in 1581 in the French court
at Fontainebleau.!! As with opera, specialized production and management
techniques evolved over the centuries to support the art form.

Private collections of art work and artifacts were also built during this time.
However, access to the collections was very limited. Public museums did not
become popular until the eighteenth century.!?

Management challenges

As is the case today, finding financial support was an ongoing activity of the
early artist-managers. Church support, royal patronage, and shareholder
arrangements were the chief means of financing work. The shares sold to peo-
ple helped provide the resources needed to pay for salaries and production
support. Management functions were expanded to include overseeing the dis-
tribution of any profits to the shareholders.

The other major problem that managers and artists grappled with was censor-
ship. Throughout history, the performing and visual arts have had to contend
with varying degrees of control from both the church and the state. The selec-
tion of plays, the access to performance spaces, and sometimes even the selec-
tion of performers have been subject to severe constraints. The arts manager is
often placed in the middle of the battle between an artist seeking an avenue
of expression and a state or religious group attempting to suppress the work.
We see the legacy of the uneasy relationship between the arts and society in
the occasional controversies that arise when it comes to funding the arts at
the local, state, or federal level.

The seventeenth through nineteenth centuries

In many European countries during this time, the arts continued to grow
and flourish. Playwrights, directors, composers, musicians, dancers, and
singers found work in newly created companies and institutions. In France,
the theater, opera, and ballet companies were organized in state-run facili-
ties, and the performers received salaries and pensions. Germany established
a state theater by 1767. It became the foundation for a national network
of subsidized arts institutions. England also had a thriving performing arts
community. The Education Act of 1870 and the Local Governments Act of
1888 helped promote the growth of museums and performing arts facilities
throughout Great Britain.!? British support for museums was well-rooted in
the nineteenth century. However, the first Arts Council in England was not
created until 1946.14 Throughout the seventeenth to nineteenth centuries,
especially on the Continent, the formalization of management structures and
systems to operate the state theaters solidified the role of the arts manager.
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In the United States, theatrical presentations were made up of touring groups
performing varied programs in cities across the nation. The development of
the railroad system in America assisted with the spread of touring groups and
artists in the eighteenth and nineteenth centuries. The local theater venue
often contained stock sets that were used by the performers, who brought
their own costumes. The expanding rail system of the mid-nineteenth cen-
tury helped support an extensive touring network of performing groups.
Companies were formed and disbanded almost constantly, and no permanent
theater companies were established. The management structure was domi-
nated by the producers and booking agents who arranged the tours. The con-
trol of most theaters eventually fell into the hands of these booking agents.
A monopoly known as The Syndicate controlled what was available for view-
ing around the country. This monopoly was supplanted by another group
of theater owners, the Shuberts. The Shubert brothers, who started out in
Syracuse, New York, created a management dynasty that lasts to this day.!”

Unlike the impermanent theater, symphony orchestras and opera compa-
nies began to secure a more stable place in the larger metropolitan areas in
the United States. For example, the support of wealthy patrons made it pos-
sible to establish symphony orchestras in New York City (1842) and Boston
(1881). Opera, which had been performed in the United States since early
in the eighteenth century, found its first home in the Metropolitan Opera in
1883.1° Dance was often included in touring theatrical productions in the
eighteenth and nineteenth centuries. European dance stars also regularly
toured the country. However, permanent resident dance companies were not
a regular part of the arts scene until the twentieth century.

Museums developed in a uniquely American style according to Kotler and
Kotler. As they point out, “The great majority of U.S. museums, by contrast,
were created by individuals, families, and communities to celebrate and com-
memorate local and regional traditions and to enlighten and entertain peo-
ple in the local communities.”!” They point to a city like Charleston, South
Carolina, as a site of an early American museum (1773).

The twentieth century

The role of management increased as the continued growth of the arts accel-
erated. Despite two world wars, European arts institutions expanded into
smaller communities, developing national networks of performing spaces
and providing jobs for managers and artists. Seasons expanded, reperto-
ries grew, and new facilities were constructed — especially after World War
II — in an overall environment of support from the government. As noted,
England eventually established a state-supported system for the arts after
the war.



m CHAPTER 2: Arts Organizations and Arts Management

In Europe and the United States, the new technologies of radio and film sig-
nificantly changed attendance patterns at live performance events. The theater
in the United States, for example, saw a rapid decline in attendance by the
1920s.!8 Because there were no resident theater companies, it was difficult to
keep a loyal audience base such as existed for the few opera and symphony
groups in the country.

Later in the twentieth century, the rise of the off-Broadway and regional the-
ater system helped renew the theater and, at the same time, helped build a
base for what were to become established organizations.

The more experimental, but still profit-driven, off-Broadway system was born
in the early 1950s. The not-for-profit regional theater network was built from
the Barter Theater in Virginia (1932), the Alley Theatre in Houston (1947),
the Arena Stage in Washington, D.C. (1950), and the Actor’s Workshop in San
Francisco (1952). These theaters formed the nucleus of the new distribution
system for theater in America.!”

The need for good managers escalated in the professional world, and because
of the unprecedented baby boom after the war, the educational system —
especially colleges and universities — expanded offerings in the arts.
Community and campus performing arts centers helped establish a new net-
work for touring and provided local groups with venues to use. Managers
were needed to operate the new multimillion-dollar complexes and to book
events throughout the year.

Opera first spread beyond New York into the major metropolitan areas of
Chicago, San Francisco, Philadelphia, St. Louis, and New Orleans. However,
after the Great Depression, only New York and San Francisco were able
to hold onto their companies.?’ The support in the 1950s from the Ford
Foundation, among others, helped bring opera to the American arts scene. By
the early 1970s, 27 opera companies were in operation.?! As of July 2007 the
Opera America Web site lists 118 major opera companies as members. Part of
this growth was due to the NEA’s matching grant programs, which enabled
many companies to professionalize their management.

Until the early 1960s, dance companies were in limited supply in the United
States. The American Ballet Theatre, the New York City Ballet, and the San
Francisco Ballet topped the list of professional companies. Ballet West in Utah
and Ruth Page’s dancers, who were associated with the Chicago Lyric Opera,
offered regular programs with their semiprofessional companies.?? At the same
time, modern dance companies were being operated on very tight budgets by
such pioneers as Martha Graham, Alvin Ailey, Merce Cunningham, José Limon,
and Paul Taylor. Their staff resources and their seasons were very limited.

The Ford Foundation in the 1960s and the NEA in the 1970s helped create a
new national support system for ballet and later for modern dance. Although
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these groups still struggle, there are now more than 557 dance companies that
operate, according to data collected by the NEA in 2002.23

Symphony orchestras have also grown in number over the last 30 years. According
to the NEA, in 2002 there were 841 symphony orchestras and chamber music
organizations in the United States.”* It is also estimated that in 1992 there were
3,105 U.S. museums and art galleries, 2,749 of which were tax-exempt.?>

In 1846 Congress accepted a bequest of the late James Smithson that led to
the establishment of the Smithsonian, one of America’s premier museums.2®
Business leaders and later philanthropists such as Andrew Carnegie, Marshall
Field, and Julie Rosenwald helped found museums and libraries in the late
nineteenth century in cities such as New York and Chicago. These museums
continued to evolve and grow in the twentieth century to become the major
cultural institutions we know today.?’

The twenty-first century

The expansion period in the arts seems to be slowing now that most commu-
nities have established visual and performing arts institutions or centers. The
continuing struggle for operating funds has been accelerated in recent years
as the competition for support has increased. Significant increases in funding
from the state and federal government appears to be an unrealistic expectation.
Demand is increasing for resources to assist with social programs, medical
research, and education. Foundation, corporate, and individual support is
sought by increasingly sophisticated fundraising initiatives from all kinds of
not-for-profit organizations. Within this complex mix of activities, the ever-
advancing boundaries of technology are also having an impact on arts orga-
nizations. The ease with which information can be accessed through the
Internet has also meant arts organizations have had to add or contract for
skilled people to manage Web sites and the information flow to the public.

The expansion of the traditional relationships of the arts organization to its
audiences is also evolving. Arts organizations are adapting to this new world
of 24/7 access to better connect with their current and potential audiences.
As has been noted, the expansion of the railroad system in the nineteenth
century had a significant impact on the reach and impact of the arts. In many
ways, an even faster technological change process is under way today that
affects how arts organizations will meet the needs of future audiences.

International perspective

Meanwhile in Europe, the long-standing practice of government subsidies is
being reevaluated. The model adopted is the American approach of a mix of
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private and public support for the arts. Many performing and visual arts orga-
nizations are scrambling to develop the expertise to become successful fund-
raisers to maintain their current levels of operation. The seeking of corporate
or business sponsorships for arts organizations and festivals has now become
a standard expectation of European arts organizations.

In England there have been significant struggles over the level of government
support for the arts. For example, government support has shifted away from
ongoing direct subsidies tapping revenue from lottery sales. In some cases this
has proven to be a boon to arts organizations. Lottery funding has also gone to
support projects that extend beyond the traditional scope of fine and performing
arts funding. Australia is also undergoing similar shifts in government support.
The expectation is now in place that less government support will motivate arts
organizations to seek more support from corporations and individuals.

All of these worldwide changes make it imperative that the arts and culture
managers and leaders adapt to the new demands and expand their skills and
abilities to better serve their organizations.

In Practice: Writing a Business Plan

What steps do you need to take if you want to start up an arts organization?
The following is a sample of an arts-focused business plan. The business sec-
tion of your local bookstore will contain sources on writing a business plan.
Potential financial backers or donors from the business community know
what a business plan is and have expectations about how the document
should be organized.

The area covering the financial plan is typically most important and is criti-
cal to developing the initial support to build your board of directors and to
secure startup donations.

Business Plan for an Arts Organization
Outline of a Modified Business Plan

1. Title Page

2. Table of Contents

3. Executive Summary

Summarize the major points of the entire plan so that prospective board
members, donors, and community or government members will be able to
grasp what is contemplated (two pages maximum, if possible).

4. Vision/Mission/Goals Statement
m Vision Statement.
m Mission Statement.
m Major goals and objectives for years 1 through 5 (3 to 5 goals
maximum).
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m How will the organization serve and enhance the quality of life in
your community?

. Organization Overview

m Describe how you will be organized (a small business operated in a
house, etc.).

m Incorporation papers as per your state.

m Bylaws - use standard bylaws customized for your organization.

m Organizational chart.

. Market Analysis and Marketing Plan

m Present your research about how your organization is uniquely
qualified to provide what is missing in your community.

m Who are the “customers” for what you have to offer?

m What is the demographic and psychographic profile of your
potential audience?

m Expectations you have about who and how many people will
purchase tickets, subscriptions, or memberships.

m How will you advertise (through expenditure) or publicize (for free)
who you are and what you do? How will you develop your audience
or membership base, attract customers, or develop new audiences
for your organization?

. Operations Plan

m Overall description of how the organization will run on a daily
basis.

m Job descriptions of management and staff.

= Employee Policy Handbook.

. Financial Plan

m Explanation of sources of revenue and description of expenses.
How will you finance the startup of the organization? (For example,
donations, grants, special local economic incentive supports, small
business loans, and so forth.)

m First-year operating. Your startup budget may have large capital
outlays for equipment, or you may need to detail donations of
equipment and space you anticipate receiving (see Chapter 9,
Operations and Budgeting).

m 12-month cash-flow statement for year 2.

m Projected operating budget for years 2, 3, and 4.

. Appendix (optional). You may need to supplement your plan

with additional supporting materials or research that helps make

the case that your organization is needed and that your organization

is uniquely capable of solving the problems you have identified as

needing solutions. Information (probably from the Internet)

should be clearly organized for the reader to look up your

sources.
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THE MODERN ARTS ORGANIZATION

How organizations are formed

In the twentieth century, the development of arts organizations was fueled in
part by changes in the tax laws. The requirements became more systematic
and comprehensive in the process of establishing businesses that were des-
ignated to serve a public good. Let’s take a brief look at the steps required for
starting a nonprofit business, and then focus on what is required to establish
an arts organization. The sidebar, In Practice: Writing a Business Plan, pro-
vides a practical example of how to go about starting an arts organization.
Donald Farber’s book Producing Theatre: A Comprehensive and Legal Business
Guide (3rd revised edition) is also an excellent resource for how the process
works for creating a theater company.

Legal status and financial statements

When a business starts up, it usually is owned and operated by one or two
people. The founder-director often operates from home - or even from a
car. However, once the operation grows to the point that a staff and office
space are required, it is usually time to consider incorporating the enterprise.
Individual artists may also incorporate to gain some specific tax advantages.
In many parts of America the Volunteer Lawyers for the Arts helps individuals
and organizations with the incorporation process. (For more information, go
to www.vlany.org.)

Incorporation

The major reason why an individual or organization may decide legally to
incorporate is to provide protection for the people who operate the business.
Without the protection of incorporation, the owner is legally responsible for
all debts incurred and may be sued personally. A legal settlement against an
individual might mean that all personal assets would have to be sold to pay
the organization'’s debts.

In the case of most arts organizations, filing for incorporation to become a
for-profit or not-for-profit business is fairly straightforward. By incorporating
the state bestows upon the organization the legal right to operate. However,
filing for exemption from state and local taxes requires additional paperwork.
Filing for incorporation is usually covered under the operational procedures
established by the Secretary of State. Forms and detailed instructions on filing
are typically available on the Web site for the Secretary of State. Typically, the
following information is required to complete the filing:?®

m Official name of the organization
m Purpose or purposes of the organization
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m Scope of activities (if you are filing for tax exemption, it will limit what
you can and cannot do with the profits or losses)

m Membership provisions (if any)

m Name of the person registering the incorporation and the place of business

m Names and addresses of the incorporators and the initial board of
directors (if any)

m How any assets will be distributed when the corporation is dissolved

Additional legal regulations may affect nonprofit corporations, including busi-
ness or occupation licenses and state or local charitable solicitation licenses.
Incorporation and not-for-profit status, if accompanied by tax exemption,
empowers the organization to raise funds and accurately report the sources of
and value of the donations. Vending licenses may also be required if there is a
plan to sell items through a gift shop.

Starting a for-profit business

When starting a small for-profit business it is not required to have a board of
directors. For example, suppose an actor wants to start up a service company
that provides training for corporate executives on how to be more effective
public speakers. There would be no need for a board of directors to file with
the Secretary of State if it was a for-profit enterprise. The legal types of for-
profit small businesses most often used by someone trying to start a business,
such as our actor and their public speaking training service, include the sole
proprietorship, a partnership, or the limited liability corporation. The sole
proprietorship business is, as has been noted, problematic when it comes to
assuming personal legal and financial liability. A similar vulnerability exists
with the partnership business. Many entrepreneurial individuals today create
their business to meet the requirements of a limited liability corporation, or
LLC. There are many distinct advantages to this corporation, not the least of
which includes protection from personal liability.

There are numerous information resources available on the Internet about
starting an LLC. For example, one such source is www.forminganllcguide.
com. This Web site covers basic terminology for the LLC and contains links to
information about starting an LLC in different states.

Creating a not-for-profit business

Creating a not-for-profit corporation is procedurally simple. However, under-
lying this process is the assumption that starting the business will be fulfill-
ing a public good. The founder(s) of the arts organization, which may have
been operating as a sole proprietorship or partnership at its inception, need
to be ready to enter into a legal arrangement that requires relinquishing
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control of the organization. The legal understanding by the state and federal
government is that by granting permission to incorporate, the individuals
running the business are not going to personally profit from the operation.
The “shareholder,” in this case, is the public and the public should benefit in
some way, no matter how indirectly, from the existence of this corporation.
However, that does not mean an individual (e.g., an artistic director) cannot
be paid a salary for their services from the not-for-profit business. The state
expects that the business is incorporated by individuals who can be trusted to
provide sufficient oversight to ensure the legal purpose of the organization is
fulfilled and that the laws of the state are followed.

Typically, the not-for-profit incorporation process includes naming mem-
bers of the board or specific officers of the corporation. In the beginning,
the founding board may consist of a small group that would include a board
chair, vice-chair, secretary, and treasurer. This core of people usually is made
up of members of the community that the founder may know personally and
who share his passion for the arts.

There is an expectation in most states that a set of bylaws (see sidebar, Outline
of Bylaws, on the following page) will be filed at the time the business is incor-
porated. Bylaws are the rules by which the organization will be governed and
operated. Bylaw wording templates are widely available and can be customized
to the specific type of organization you are creating. The sidebar on “Outline
of Bylaws” in this chapter provide an example of the typical structure of this
document.

We will take a more in-depth look at the board of directors and board gover-
nance in Chapters 7 and 8. The broad topic of public policy pertaining to the
subject of the purpose and place of the not-for-profit corporation in society is
beyond the scope of this section. The subject will be covered in more depth in
Chapter 10, Economics and Financial Management.

Tax exemption

Exemption from local, state, and federal taxes does not automatically come
with not-for-profit incorporation. The Internal Revenue Service (IRS) Code,
section 501(c)(3), exempts charitable organizations and public and private
foundations from paying taxes on earnings. However, even a not-for-profit
organization must still pay some taxes. In addition to payroll taxes, for exam-
ple, a sales tax must be collected if the organization operates a gift shop. Some
states have taxes on admission tickets too. The IRS has many tax-exempt cat-
egories that cover social welfare organizations such as the League of Women
Voters (501,¢,4), and even cemeteries (501,c,19).

When applying for tax-exempt status, financial data for the current fiscal year
and the three preceding years is requested. If the organization is just getting
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started, the current year’s budget and a proposal for the next two years will be
accepted. A form that fixes the organization’s fiscal year (e.g., July 1 to June
30) is also required.

To qualify for tax-exempt status, the organization must be operated for a
purpose allowed by tax law. The exemption status is bestowed upon organi-
zations that fulfill some of the following purposes: religious, charitable, scien-
tific (research in the public interest), literary, educational, or testing for public

safety.

The arts and education

Arts organizations typically are founded under the education category. The
organization purpose is typically stated in terms such as “Increase apprecia-
tion and awareness of” chamber or symphony music, Shakespeare, ballet, and
so forth. In addition, there are restrictions pertaining to making a profit from
enterprises not directly related to the exempted purposes of the organization.
These activities will be subject to the unrelated business income tax (UBIT). For
example, if an arts organization starts acting as a travel agent and sells book-
ings for cultural cruises, the IRS might rule that this is unrelated to the orga-
nization’s stated mission, and any surplus revenue from this activity would be
subject to income taxes. There are laws also prohibiting certain lobbying and
propaganda activities.

It is important to note that a 501(c)(3) organization is not restricted from
making a profit. As long as the profit making relates to the stated purpose of
the organization, net earnings (profit after deducting expenses for operations,
programming, salaries, taxes, and benefits) may be accrued and retained.
However, these earnings may not be distributed to members of the organiza-
tion or the board of directors. Net earnings are usually placed in endowment
funds or a restricted account and then put to use in a manner that helps fulfill
the mission of the organization.

As should be expected, the rules and regulations pertaining to tax law contain
a significant amount of fine print. Hiring a lawyer, using legal and account-
ing services donated by a board member, or contacting an organization such
as the Volunteer Lawyers for the Arts can be helpful when applying for tax-
exempt status.

Outline of Bylaws
Organizations typically develop a set of bylaws to help govern the operation.
The following is an outline of the major sections of a bylaws document.

Article I: Name — The entire name of the organization including the word
Incorporated or Inc. Do a name search with the Secretary of State to
make sure the name you have selected is not in use.
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Article II: Purpose — State the purpose of the organization in one
sentence.

Article III: Members — If there are members, outline what types
there will be. For arts organizations membership is not
recommended.

Article IV: Officers — Titles, how are they designated or elected, term of
office, duties, how vacancies are filled.

Article V: Meetings — When you meet (once a month, first and third
Tuesday), when is there an annual meeting, provisions for special
meetings, quorum.

Article VI: Board of Directors — Number, how elected, are they also
officers, term of office, responsibilities.

Article VII: Committees — Standing committees such as marketing/
fundraising, finance, personnel, bylaws, and so forth.

Article VIII: Parliamentary Authority — Indication that you will run
meetings using Robert’s Rules of Order.

Article IX: Amendment of Bylaws — How you will make changes.

Source: Joyce L. Stephens, Bylaws, 2nd edition, Frederick Publishers. Largo. Florida,
2000. Used with permission.

For more information about bylaws go to: http://nonprofit.about.com/od/
glossary/g/bylaws.htm.

Once an organization has attained the legal status to operate, it is obligated
to provide reports and documentation to local, state, and federal agencies.
The organization is also required to file forms related to Social Security taxes
and withholding taxes, and to file tax forms with the IRS (IRS 990) that list
revenues, expenses, and changes in net assets (the nonprofit organization’s
equivalency of worth is often called a fund balance or unrestricted net assets).
The details of the organization’s liabilities, assets, programmatic activities,
revenues, donations, and expenses for the previous four years must be filed
every year. We will review these business operation details in Chapter 9,
Operations and Budgeting and Chapter 10, Economics and Financial
Management.

A financial management information system (FMIS) and a person designated
to oversee this important area become vital once the organization reaches the
level of legal incorporation. The preparation of required reports — such as
a balance sheet, a statement of account activity, and a financial statement of
the worth of the organization — is also required (see Chapter 10). In addi-
tion, the organization’s finances must be in order to the degree that an out-
side auditor can analyze the financial operation. A complete audit, which can
be very costly, is often required.
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PROFILE OF THE ARTS MANAGER

Now let's move on to the arts manager and the complex mix of responsibili-
ties they must juggle. The growth in the arts in America since 1945 has created
a tremendous demand for managers at all levels and in all arts disciplines.
Unfortunately, arts managers are not clearly identified as a work group when
counting the over 2.1 million people employed in all aspects of the arts. The
Census Bureau counts performers, architects, composers, printmakers, and
instructors in the arts but does not include people in arts management, sales,
consulting, or promotion or public television employees.?? Whether or not
the people who do not directly create art are counted in the census data, they
are obviously a central part of the culture industry in the United States.

One older source that provides information on the arts manager is Paul
DiMaggio’s 1987 book, Managers of the Arts. Originally created for the NEA
under the official title Research Division Report #20, the book outlines the back-
ground, training, salaries, and attitudes of arts managers in theater, orchestra,
and museum management and community arts associations.

Unfortunately, DiMaggio does not include data about opera or dance manag-
ers. In addition, the survey was conducted in 1981, which may make the data
less relevant to today’s market. DiMaggio’s book only samples a limited num-
ber of people. With these limitations in mind, let’s take a look at some of the
highlights of this report (Figure 2.1).

DiMaggio’s book reveals the following profile of arts managers: they are upper
middle class, highly educated individuals who either majored in the subject
they are managing or were humanities majors in English, history, or foreign
languages. At the time of this study DiMaggio found that a limited number
of managers had management or arts management degrees. The upper man-
agement jobs tended to be held by men in museums (85 percent), theater
companies (66 percent), and orchestras (66 percent), but women held the
majority of positions in community arts associations (55 percent).>° The data
also indicated that there were a variety of ways to enter the career path in arts
management, thus making it a fairly open system.

The section of DiMaggio’s report on training offers some interesting insights
into the opinions of those surveyed regarding their preparation for their jobs
in the early 1980s. Figure 2.1 shows the results of a survey that asked how
well prepared participants felt to handle various aspects of the job, including
fiscal and personnel management, planning, and board, labor, and govern-
ment relations. These data indicate that “few managers felt they were well-
prepared to assume many of [the] functions” required for their jobs.?! Labor
relations consistently stood out as an area for which respondents felt poorly
prepared. The survey results show that in many areas, less than 40 percent felt
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Planning | Marketing
Fiscal | Personnel Board & & Labor Gouvt.
Mgt Mgt Relations Develop. PR Relations | Relations

a
THEATERS
Had good preparation  27.45% | 42.57% | 30.69% 37.62% 39.60% | 20.00% NA
Had poor preparation  25.49% | 13.86% | 29.70% 23.76% 16.83% | 16.83%

(Respondents)

ART MUSEUMS
Had good preparation  25.60% | 30.40% | 45.83% | 32.52% 29.27% | 15.25% | 21.95%
Had poor preparation  40.80% | 24.00% | 14.17% 23.58% 30.89% | 55.00% | 43.09%

(Respondents)

ORCHESTRAS
Had good preparation  26.42% | 36.89% | 43.14% | 33.33% 47.06% | 22.00% NA
Had poor preparation  23.58% | 15.53% | 23.53% | 19.61% 20.59% | 49.00%

(Respondents)

ARTS ASSOCIATIONS
Had good preparation  29.46% | 39.84% | 42.64% 52.71% 53.13% | 11.02% | 37.01%
Had poor preparation  20.16% | 13.28% | 17.83% 14.73% 11.72% | 50.85% | 25.20%

(Respondents)

N\

(102) (101) (101) (101) (101) (95)

(125) | (125) (120) (123) (123) (118) | (123)

(106) | (103) (102) (102) (102) (100)

(129) (128) (129) (129) (128) (118) (127)

NOTE: NA =

Not asked/not applicable

Figure 2.1

Self-evaluation of preparedness at the time of first managership by function.
Source: Paul DiMaggio, Manager of the Arts, Research Division Report #20, National Endowment for the Arts (Santa Ana, CA: Seven
Locks Press, 1987). Used with permission.

that they had “good preparation” for budgeting and finance, planning and
development, personnel management, and government relations.

DiMaggio also asked arts managers how they learned to do their jobs. An
overwhelming number of the respondents indicated that they learned how to
manage while on the job. These managers included 95 percent in theater and
orchestra management, 90 percent in museum management, and 86 percent
in community arts agency (CAA) management.>? Around 20 percent said they
had learned through university arts administration courses.

Updating the profile

A 1997 survey of 641 professionally managed performing arts organizations,
undertaken by J. Dennis Rich and Dan J. Martin, examined the role of educa-
tion in arts administrative training.3® The authors identified 26 management
skills ranging from accounting to trustee and volunteer relations. Respondents
provided their ratings of the skills needed to be an effective arts manager. (See
Figure 2.2.) The top skills, not surprisingly, included leadership, fundraising,
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Figure 2.2
Critical Value of Management Skills Criical value of
management skills.
(NOTE 10 being the highest Medi M High L ) Source: Dennis Aich
: eing the highes edian Mean ig ow o
Leadership 10 912 10 1 and Dan J. Martin, “The
Budgeting 9 8.82 10 4 Role of Formal Education
Team Building 9 8.82 10 1 in Arts Administration
gundralsmgr Skl Wit g S-ZZ 18 ; Training,” from The Guide
ommunication Skills/Writing . L

Marketing/Audience Development S 8.49 10 4 o Arts Agministration
Financial Management 9 8.41 10 3 Training and Research
Aesthetics/Artistic Sense 9 8.23 10 1 1997-1999 (Washington,
Trustee/Volunteer Relations 9 8.12 10 1 D.C.: Association of Arts
Strategic Management 8 8.18 10 3 L

Grant writing 8 8.01 10 1 Administration Educatolrs
Public Relations/Press Relations 8 789 10 3 [AAAE], 1997). Used with
Organizational Behavior 8 7.69 10 1 permission.

Public Speaking 8 7.66 10 1

Etiquette/Social Grace 8 7.62 10 1

Information Management 8 7.52 10 1

Community Outreach/Education 8 7.41 10 1

Accounting 7 7.10 10 1

Expertise in One Arts Discipline 7 6.91 10 1

Political Understanding 7 6.50 10 1

Knowledge of Many Arts Disciplines 7 6.48 10 1

Personnel Relations/Unions 7 6.26 10 1

Contract Law 6 5.61 10 1

Statistical Analysis 6 5.38 10 1

Collective Bargaining 5 5.39 10 1

Computer Programming 5 5.08 10 1
\§ J

communication and writing, marketing and audience development, and bud-
geting. The survey also identified skills employers thought best learned in
the classroom versus those learned on the job. Interestingly, the respondents
could not seem to agree about whether classroom or on-the-job training was
better. For example, the authors noted:

m Arts managers want more training in marketing and fundraising
(executive education).

m Arts managers prefer to hire marketing and development directors with
formal arts administration training.

m They believe that marketing and fundraising is, by and large, best
learned “on the job.”3*

In the 1990s, the diversification of arts institutions continued to increase
the opportunities for women and minorities in the field of arts management.



m CHAPTER 2: Arts Organizations and Arts Management

As a result, today’s arts manager profile is somewhat more representative of
our society. With that said, the profile DiMaggio found of managers who were
well-educated, upper middle class with a background in an arts discipline is
still fairly accurate. Anecdotally, the retirement of the baby boom generation
seems to be changing the arts manager profile. These individuals, many of
whom have worked in the field of arts management for the last 30 years, are
being replaced by a younger workforce that is made up of a higher percentage
of women. A recent research study seems to offer evidence of what is anecdot-
ally reported.

A study that shed some light on the changing arts manager profile was pub-
lished in the Journal of Arts Management, Law, and Society in 1998. The National
Study of Arts Managers conducted in 1996 found that “67 percent of the upper-
level (management) positions are held by males, whereas 33 percent of upper-
level positions are held by females.”3> The percentage of males to females was
quite different at the middle-management level: 24 percent male and 76 per-
cent female. The survey also found significant differences in salaries. “The aver-
age salary for a male arts manager is $56,936; however, the average salary for
a female arts manager is $41,368.”3° Based on this survey, it seems logical to
project that a significant percentage of females in middle-management jobs are
likely to move up to the senior level positions in organizations and thus, the
gender balance will undergo significant change in many arts and culture orga-
nizations over the next 10 to 20 years.

Today's arts manager has access to a wide array of information resources and
skill building opportunities. There are numerous workshops and conferences
sponsored by national organizations such as Americans for the Arts. Closer
to home, many state and local arts agencies present information and train-
ing opportunities for the arts manager and the artist to develop their skills
in leadership, marketing, fundraising, event planning, and utilizing computer
technology.

The option of pursuing a formal education in arts management is also more
widely available today. Master degree programs can be found at many uni-
versities across the United States and internationally. The Association of Arts
Administration Educators (AAAE) Web site lists forty-four graduate pro-
grams (www.artsadministration.org). In addition, AAAE lists fourteen under-
graduate programs as current members. The European Network of Cultural
Administration Training Centres (ENCATC; www.encatc.org) was founded in
1992 and lists 127 members operating in 39 countries.

Jobs for arts managers today

Jobs in the private and public sector encompass an enormous range of possi-
bilities. If one considers career opportunities in the broader scope of arts and
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entertainment, then the options available are extraordinary for an arts man-
ager. Figure 1.1 is a snapshot of the range of options. However, sources such
as arts employment newsletters or online arts employment services provide a
more focused look at the jobs available for arts managers.

When scanning a publication like ARTSEARCH, an employment service bul-
letin that is published 23 times a year by the Theatre Communications Group
(TCG),* it is possible to gain an overview of the job market for arts managers.
TCG, as have many organizations, now posts job openings online. The typical
job listings in ARTSEARCH and in other job listing services reveal the expecta-
tions of organizations about staff qualifications for an arts manager in today’s
workplace. For example, a typical issue of ARTSEARCH will list openings for
artistic or executive directors, managing directors, administrative assistants,
box office managers, development directors, education directors, general man-
agers, public relations managers, and database managers.>® The qualifications
often noted for executive directors, for example, include skills in areas such as
administration, communication, planning supervision, fundraising, and fiscal
management. Obviously, executive director positions require previous experi-
ence or, as is often indicated in a job posting, “a proven track record.”

The proliferation of online job postings and Web-based application processes
has made the process of applying for a job easier. A few of these resources are
discussed in Chapter 14, Career Options and Preparing for the Job Market.
However, finding the information about the salary offered for these jobs can
be a challenge. Most organizations now resort to wording such as “Salary and
benefits commensurate with experience.” There is general data available on
salaries, but specific salary information is often only available in costly reports
published by arts service organizations.

Salary ranges

Depending on what part of the United States the arts manager job is in and
the overall operating budget of the organization, the full-time salaries for entry-
level positions may range from as little as $15,000 to $30,000. Middle-man-
agement positions may start at $25,000 and range up to $60,000, and upper
management salaries could start as low as $30,000 and go up to $75,000 and
beyond. When it comes to the upper end of the pay scale, the salaries often
reported in the media tend to focus on extraordinary compensation levels of
CEOs or the five highest paid staff in an organization.

The benefits will also vary with the financial resources of the organization. Most
offer health insurance through a group policy and may require the employee to
pay a percentage of the benefit costs. Larger arts organizations and educational
institutions (such as colleges and universities) offer more comprehensive ben-
efit packages.
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The NonProfit Times (www.nptimes.com) publishes an annual salary survey
that offers survey information gathered from a few hundred not-for-profit
organizations. Their 2007 salary survey report was based on 488 responses
from organizations in America, of which only 8% were arts organizations.?’
The annual survey provided national salary averages by six organizational
budget sizes (less than $500,000 all the way up to $50 million-plus) and for
ten different job functions. It also reports geographical salary averages for
seven different regions in the United States using ten job titles. For exam-
ple, the overall average salary range for a development director (the person
responsible for the fundraising in an organization) was $71,455 to $71,825.
Organizations reporting budgets of less than $500,000 had salary averages for
this position ranging from $33,493 to $33,890. On the other hand, the aver-
age for this job if you worked for an organization with a budget between $1
million to $9.9 million was between $61,539 and $64,650.%° Salary averages
were above the average in the Northeast and below average in the South and
Midwest.

There are many employment opportunities in arts management, especially at
the entry level. However, many of the smaller not-for-profit arts and culture
organizations simply do not have the funding to offer salaries that are com-
petitive with the private sector. Please refer to Chapter 14, Career Options and
Preparing for the Job Market, for more information about career options and
compensation in arts management.

The manager’s personal mission

An essential ingredient in the mix of the knowledge, skills, and abili-
ties that a person brings to any arts management job must include a pas-
sion for what he is doing and a strong sense of purpose. When it comes to
compensation, as we have seen, the salary will very likely be lower if you
opt to work in the arts and not-for-profit sector. However, salary might be
only one of several criteria someone may have for selecting a career in arts
management.

The rewards of working in this field can extend far beyond a paycheck. Having
a strong personal mission and sense of purpose is an important part of the
profile of an arts manager. In addition, although sometimes it is difficult to
quantify what may be the intangible benefits of working in the arts, having a
clear point of view about the value and contribution the arts make to a com-
munity is an important starting point. As you will see in Chapter 7, Human
Resources and the Arts, and Chapter 8, Leadership and Group Dynamics, the
successful arts manager must have skills that span many general management
functions.
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From the Bookshelf

Livingston Biddle’s comprehensive personal history of the NEA, Our
Government and the Arts: A Perspective from the Inside (New York: American
Council for the Arts, 1988), is filled with hundreds of facts and anecdotes
about the struggle to establish and maintain what may be one of the most
cost-effective organizations in government. In addition to telling interesting
stories, Biddle takes the reader inside the legislative system as well as the early
management structure of the endowment.

For a more current insider’s perspective on the NEA you would do well to
read Jane Alexander’s book, Command Performance: An Actress in the Theater of
Politics (New York: Public Affairs, a Perseus Books Group publication, 2000).
The book offers a fascinating look into the strategies used by Alexander to
help ensure the survival of the NEA at a time when its very existence was
threatened. In addition to offering a wealth of information about how the
NEA met these challenges and survived, this book provides arts managers
with valuable lessons on the fine art of working with the political system in
the United States.

THE GROWTH OF THE ARTS MANAGER ROLE AND
THE NEA

The role of arts managers in the United States was further defined and
enhanced by the passage of legislation establishing the National Endowment
for the Arts and Humanities on September 15, 1965.#! The struggle to create
a modest system for promoting growth and excellence in the arts took several
years, numerous congressional hearings, and incredible dedication by a few
people. Since its establishment, the NEA (www.nea.gov) has helped shape the
arts scene in the United States by organizing an identifiable arts constituency,
stimulating donations through matching grants, and providing guidance to
arts groups on ways to manage their limited resources effectively. Although
the NEA appropriation was only $121,314,072 in 2006, or roughly $0.41 per
person in the United States,*?> the endowment regularly generates millions
more through various matching grants programs.

However, the government support for the arts in the United States extends
well beyond supporting the NEA. If agencies such as the Smithsonian,
Corporation for Public Broadcasting, National Gallery of Art, the National
Endowment for the Humanities, and dozens of other federally supported arts
and culture organizations are added into the per person calculation the level
of support for the arts increases to $6.00 based on 2006 data.*® This per per-
son figure would be even greater if the total amount of tax revenue that the
IRS forgoes for charitable donations to the arts was included.



m CHAPTER 2: Arts Organizations and Arts Management

The NEA's vision and mission statements are worth noting, because they help
shape the numerous grant categories created to support the arts. The follow-
ing is from the NEA's Web site:

Mission: The National Endowment for the Arts is a public agency
dedicated to supporting excellence in the arts, both new and
established; bringing the arts to all Americans; and providing leadership
in arts education.

Vision: A nation in which artistic excellence is celebrated, supported, and
available to all Americans.**

The NEA also has a strategic plan for 2006-2011, which is structured as
follows:

GOALS

1. Access to Artistic Excellence
To encourage and support artistic excellence; preserve our cultural
heritage; and provide access to the arts for all Americans.

2. Learning in the Arts
To advance arts education for children and youth.

3. Partnerships for the Arts
To develop and maintain partnerships that support excellence in the
arts, both new and established; bring the arts to all Americans; and
provide leadership in arts education.

4. Management
To enable the Arts Endowment to achieve its mission through effective,
efficient, and responsible management of resources.

NEA

Areas of Special Emphasis

1. National Initiatives
A grants program that serves the American people by creating large
model programs of indisputable artistic merit and broad public
reach accompanied by substantive educational materials for schools,
students, and teachers. The strategy embodies the agency’s four-
pronged commitment to artistic excellence, public accessibility, arts
education, and partnership.

2. International Activities
Programs that support the presentation of American arts and artists at
international venues, encourage exchanges of U.S. artists with artists



of other nations, indemnify art objects from other countries for the
purpose of exhibition in the U.S., and sponsor presentations of the
work of foreign artists in the United States.*>

The creation of the NEA has led to the development of a support system for
performers, performing arts organizations, museums, and film, design, and
humanities projects for over 40 years. Currently the NEA recognizes outstand-
ing contributions to the arts through the National Medal of Arts, Jazz Masters
Fellowships, and National Heritage Fellowships. Project grants are available
to organizations in the areas of dance, design, folk and traditional arts, lit-
erature, local arts agencies, media arts, museums, music, music theater, opera,
presenting organization, theater, and visual arts. Organizations are expected
to have a three-year history of programming before they can apply. The NEA
does not fund general operating expenses, the creation of new organizations,
facilities construction, or elementary or secondary schools.*°

The matching grant categories for organizations include, Access to Artistic
Excellence ($5,000 to $100,000), Challenge America: Reaching Every
Community Fast-Track Review Grants ($10,000), and Learning in the Arts for
Children and Youth ($5,000 to $100,00). The NEA Literature Fellowships are
non-matching grants for $25,000.*” In addition to these awards and grants,
the NEA is sponsoring a series of National Initiatives: American Masterpieces,
The Big Read, Poetry Out Loud, Shakespeare in American Communities, NEA
Jazz Masters, and the Arts Journalism Insititute.*8 The NEA also sponsors
three Leadership Initiatives: The Arts on Radio and Television, The Mayors’
Institute on City Design, and The Open World Cultural Leaders Program.’ In
addition, the NEA provides funds to regional arts agencies, who in turn dis-
tribute funds regionally and locally.

The typical application process moves through a system of staff screening,
review by a committee of peers in the discipline, review of the peer group
recommendation by the National Council on the Arts, and a final decision
by the Chair of the NEA. Applications can take from six months to a year to
work their way through the system. The chance of receiving funding is depen-
dent to a large degree on how well the proposed project matches the criteria
the NEA has set for the funding area. For example, in 2005 the NFA reported
the Access to Artistic Excellence grants were awarded to 1,501 organizations.
A total of 2,741 applications were received, which translates into about 54.7%
of the requests being funded.*®

Government support

The pros and cons of government support for the arts have not changed sig-
nificantly since the inception of the NEA. The supporters of the legislation
that led to the creation of the NEA saw it as an opportunity to make the arts
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more available to people throughout the United States and to enrich the
nation’s cultural life. Programs were designed to promote a type of cultural
democracy through very modest grants to a wide range of projects and institu-
tions. It was deemed important to support the creative spirit and at the same
time promote new work. The preservation of a cultural heritage was a high
priority, and the support of work that might not otherwise exist in a market-
driven economic system was thought to benefit everyone.

The critics of the legislation believed that the establishment of a govern-
ment subsidy system would eventually result in general mediocrity creeping
into the arts. There was fear that centralizing the power of the subsidy in the
hands of a few would lead to less, not more, creative work in the country.
Others believed that it was wrong to give the taxpayers’ money to projects and
programs with no appeal beyond a limited number of people. Some people
argued that a type of cultural dictatorship would result from the peer review
system. Others argued that if the government started subsidizing the arts, pri-
vate and corporate philanthropy would dry up.

Budget battles and censorship

In the end, the astute shepherding of the legislation through the House and
Senate by Livingston Biddle (chairman of the NEA in 1977 to 1981) and oth-
ers helped neutralize critics in the early days of the endowment. The NEA
flourished and survived the annual congressional budget hearing process
until 1981. Under the budget planning guidance of White House aide David
Stockman, the new Reagan administration proposed a 50 percent cut in the
NEA budget for 1982 and additional cuts in 1983-1986.>! The new adminis-
tration saw in the NEA an example of the government creating a disincentive
for private support for the arts. When confronted with the increase in private
giving that had been generated by the endowment, the Reagan administration
backed away from massive budget cutting, and reductions of 6 percent were
adopted by Congress. The political spotlight shifted off the endowment, and
the budget actually continued to increase up until 1992 (see Figure 2.3).

The budget battles of the early 1980s were minor in comparison with the fire-
storm that erupted with reauthorization legislation in 1989 and 1990. The
reauthorization of the NEA became the focal point for a political struggle over
censorship and the whole concept of funding for the arts. In the fall of 1990,
arts lobby groups pleaded with arts groups across the country to support the
NEA's reauthorization. Telegrams and letters were sent to Washington to show
members of Congress that there were constituents who supported the arts.

The compromise legislation eventually enacted required grant recipients to
return their grant monies if the work they produced was found to be obscene
by the courts. This compromise did not sit well with the artistic community.
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Controversy continued to follow the NEA as artists and organizations sued
over the obscenity pledge. Several organizations, among them the Public
Theater in New York City, turned down substantial grants rather than agree to
the terms that the NEA established.

Censorship charges continued to be leveled at the NEA when grant recom-
mendations by the National Council on the Arts were overturned by the act-
ing director of the endowment in the spring of 1992. The resignations of peer
review panels and key staff disrupted the operations of the endowment.

The remainder of the 1990s saw more trouble for the NEA as it went through
further reauthorization hearings. The shift to a Republican controlled House
and Senate in 1996 kept the NEA on the budget hot seat. Proposals to shut
down the NEA found favor in the House, and the eventual budget compro-
mise process led to the agency being funded for only $98 million in 1998.
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There were layoffs and staff positions were eliminated to operate within the
new budget constraints.

A casualty of the political struggles of the NEA has been funding for individ-
ual artists. In 1996 the NEA revised many of its grant categories and for the
most part limited individual grants to fellowships. The hard work of Clinton
appointee Jane Alexander, NEA Chair from 1993 to 1997, helped keep the
agency alive. William Ivey was appointed Chair in 1998, and he was to be
succeeded by Michael Hammond in 2002. However, Hammond, former Dean
of the Shepherd School of Music at Rice University, passed away suddenly in
January 2002, only a month into his administration. The agency appointed
an interim chair soon thereafter.

New directions

In 2003 the current Chair, Dana Gioia (JOY-uh), was appointed by President
Bush. Gioia is an award-winning internationally acclaimed poet with a
background that includes an MBA from Stanford University and an MA in
Comparative Literature from Harvard. Chairman Gioia has been an articulate
spokesperson for the NEA and has initiated several new programs that have
enhanced the impact of the Endowment.

Under the current Chair, the NEA has seen significant change and growth.
The budget has increased and the mission focus seems to be clearer. Gioia
has introduced several new initiatives while promoting a positive image of
the NEA. In the “Chairman’s Statement” in his 2003 Annual Report he noted:

It was my conviction that the National Endowment for the Arts could
best reestablish itself by focusing on its stated core mission to foster
excellence in the arts — both new and established — and to make the
best of the arts accessible to all Americans. ...The Arts Endowment
needed to be confident and unapologetic about that mission as we
communicated the value of our programming to the nation. It was my
belief that by working in a positive, inclusive, and non-divisive manner
with members of Congress, the Administration, arts and arts advocacy
organizations, and artists, we could build a constructive new consensus
in support of the Arts Endowment.??

The NEA and the arts manager

The granting process implemented by the NEA in the late 1960s helped to
stimulate the growth of many careers in arts management and to hasten the
professionalization of the field. The specialized skills required to seek out
grants were in great demand. Because all organizational grants were at least
a one-to-one match, meaning that for every federal grant dollar a matching



dollar of other money must be found, fundraising staffs and development
experts began to be hired. Typically, grants to large organizations required
three dollars of private money for every dollar of federal money over a three-
year period. This further necessitated establishing a staff support system to
run the initial campaign and to continue bringing the money in after the
grant expired.

The development of the now-common structure of a board of directors and
management staff was a product of the new accountability that arts organiza-
tions faced. Organizations had to prove that they could responsibly manage
the funds they were given. Annual reports, financial statements, and five-year
plans became standard operating procedures for organizations that wanted
to be considered by the federal, corporate, and foundation funders. The net
result was an increase in staff openings, which provided jobs for the baby
boomers graduating from the colleges and universities across America in the
1970s and 1980s.

The NEA offers career opportunities for arts managers interested in working
in areas such as grants and awards, public relations, development, budget,
finance, research, and human resources. There are also nonpaying internships
at the NEA for undergraduate and graduate students.

State agencies

The original NEA legislation provided funds for the creation of state agen-
cies to distribute 20 percent of the endowment’s overall budget. The state and
local arts agencies created another network of funding opportunities for art-
ists and arts groups as well as staff positions for arts managers. The NEA is
mandated to provide a percentage of its budget to the partnerships funding
program with the states.”3

The extensive reach of state and regional arts agencies makes it possible for an
arts manager to interact with artists and other arts managers at multiple lev-
els. The National Assembly of State Arts Agencies (NASAA) lists as its mission
“to advance and promote a meaningful role for the arts in the lives of individ-
uals, families, and communities throughout the United States.”>* The NASAA
headquarters is in Washington, D.C. The NEA also funds the six regional arts
organizations: Arts Midwest, Mid-America Arts Alliance, Mid-Atlantic Arts
Foundation, New England Foundation for the Arts, Southern Arts Federation,
and the Western States Arts Federation.>”

These regional organizations “provide technical assistance to their member
state arts agencies, support and promote artists and arts organizations, and
develop and manage arts initiatives on local, regional, national and inter-
national levels.”>® The extensive network of regional arts agencies in turn
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supports over 56 state and district arts agencies. Last, but not least, there is
a network of local arts agencies or arts councils within the states. These arts
councils are often managed by volunteers, although some of the bigger coun-
cils have one or two staff. For example, the Web site for the Colorado Council
on the Arts (www.coloarts.state.co.us) has a link to a spreadsheet with 49
local arts agencies or arts centers.

CONCLUSION

The evolution of the role of the arts manager continues as thousands of
arts organizations undergo the arduous process of adapting to the chang-
ing cultural environment. As we will see in Chapter 4, The Adaptive Arts
Organization, arts groups must constantly assess the opportunities and
threats that present themselves in the world around them. In theory, at least,
an arts manager should be trained to serve the needs of her particular disci-
pline by effectively solving the problems of today and anticipating the signifi-
cant changes of tomorrow. Unfortunately, the day-to-day struggle for financial
survival that goes on in most organizations leaves little time for planning for
the future.

Whatever changes take place in the next few years, arts managers working with
artists, boards, and staffs will play a central role in the future of the arts in the
United States. Dynamic vision and articulate leadership will be required if the
arts are to build on the growth of the last 60 years.

SUMMARY

Over the last two thousand years, the basic functions of the artist-manager
have remained the same: to bring art and the public together is the continu-
ing objective.

In ancient times, simple religious ceremonies evolved into full-scale state-
sponsored arts events that lasted from several days to a few weeks. The func-
tions of management (planning, organizing, leading, and controlling) were
distributed between artist-managers and the public officials who acted as arts
managers. The rise of the Church and the decline of Rome created a shift away
from state-sponsored events.

The late Middle Ages produced economic growth that allowed for the expan-
sion of population centers. The rise of guilds and community-sponsored cel-
ebrations helped fuel changes in the overall arts climate. Complex pageants
often needed people with management expertise to organize the large casts
and the various sets associated with the productions.



Continued changes in society and the birth of more democratic forms of
government eventually led to changes that became the foundation of many
modern organizations. The Renaissance fostered the rebirth of drama and
contributed to the development of the first operas and ballets. Problems with
financing, patronage, and censorship also accompanied the growth in the arts,
but the additional art forms created additional jobs for arts managers.

In the seventeenth and eighteenth centuries, some countries began to estab-
lish national dance, opera, music, and theater companies. Permanent staff
members and performers received salaries and pension benefits.

By the nineteenth century in Europe and the United States, the arts had
expanded into smaller population centers. However, there were no state-rec-
ognized arts institutions in the United States comparable to those of Europe.
As communities became cities, orchestras, opera companies, and museums
became permanent institutions. Most were supported by a small group of
philanthropists.

The role of the arts manager in the United States expanded with the contin-
ued development of touring, which was made possible by an extensive rail
system. Monopolistic enterprises took control of many of the theaters at the
end of the nineteenth century. The invention of movies and radio contributed
to a decline in attendance at arts events by the 1920s.

The last century has been shaped by major wars, improving economic condi-
tions, the new technologies, and a population boom. At the same time, leg-
islation and tax laws have helped artists and managers to establish nonprofit
organizations to carry out their artistic vision. The process for establishing
nonprofit, tax-exempt arts organizations is a well-established process widely
used in America.

As a profession and a recognized field of work, arts management is a product
of changes in U.S. national policy since the 1950s. Ford Foundation funding
and, beginning in 1965, the National Endowment for the Arts helped make
private and public support for the arts a priority. The expanding arts market
resulting from the population increase and the education boom has also con-
tributed to the creation of thousands of new jobs in the arts.

The typical arts manager profile in the 1980s was of a highly educated, upper-
middle-class person with a background in the humanities. A limited number
had done course work in management while in school. Survey results show
that many arts managers had to learn the functions of their positions on the
job. The growth in training programs in the 1980s and 1990s has created a
more diversified group of arts managers.

The NEA was created in 1965 to promote excellence, broaden the availability
of the arts, and preserve work identified as part of the United States’ national
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heritage. The political environment has reshaped the NEA, and the resulting
changes have reduced the budget by nearly 50 percent since 1992. The NEA
has assisted many groups in organizing and professionalizing their staffs. In
addition to promoting the growth of the arts at a national level, the NEA also
supports numerous state and local arts agencies.

Questions

1. Summarize the major arts management activity associated with the following time
periods:

. Ancient Greece

. Ancient Rome

Middle Ages

. Renaissance

. Seventeenth through nineteenth centuries

. Twentieth century

2. What are the seven steps typically required to incorporate a nonprofit arts
business?

3. What changes have taken place in the job market that might alter DiMaggio’'s
profile of the arts manager?

4. How much control should management have over the artistic product of an
organization? For example, how much input should management have when
it comes time to select the season titles? Can you think of a situation in which
too much or too little control was exercised by the management of an arts
organization? What were the results?

5. Visit the NEA Web site and review its current funding programs. Have any of these
programs had an impact on your state, region, or city? Discuss.

o Qo0D

DISCUSSION ARTICLE — MANAGING THE
ARTS TODAY

July 31, 2006
Act Like a Business? Why Aim So Low?
by Andrew Taylor

In his recent monograph, Good to Great and the Social Sectors, Jim Collins
makes a rather bold statement: “We must reject the idea — well-intentioned,
but dead wrong — that the primary path to greatness in the social sectors
is to become “more like a business.” His point is that most businesses are
poorly run, and that many business practices correlate with mediocrity, not
greatness. So, to him, telling nonprofit organizations to “run like a business”
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is like telling artists to lower their standards, or telling a visionary leader to
“aim low.”

For those of us who have been struggling to convince cultural leaders to work
with more focus, more discipline, and more responsiveness, Collins’ words
come as a bit of a blow. But I have to admit he has a point. For the past
decades, our industry has fundamentally misunderstood what it means to run
“like a business.” As a result, we've tended to become more rigid, less joyous,
and increasingly disconnected from the communities and the creative spirit
we were formed to serve.

In the Arts Administration MBA degree program I direct, we get to see both
sides of the question — dwelling in a School of Business, and working
every day with cultural nonprofits. From that perspective, 1 suggest a six-
point alternative to “running like a business,” to give ourselves more worthy
targets:

1. Arts organizations must strive to be better than a business. Being
responsible, accountable, transparent and responsive is the lowest
standard we should set for ourselves. Let’s be exceptional.

2. We must use business tools with an artist’'s hand. Business tools are
merely ways to see the world, and ways to structure our interaction
with it. Let's be like the artists around us and explore those tools with
creative abandon.

3. We must embrace our roles as social engineers. So much of our work
involves engineering compelling social experiences and catalytic
community space. Let’s learn the tools of those trades with the same
energy and effort we commit to our more familiar tasks.

4. We must define our own goals, rather than having them assigned to
us. We are continually lured by outside measures of success: economic
impact, educational enhancement, social service. If these are our goals,
let's embrace them. If not, let’s clarify our purpose to our constituents
and ourselves.

5. We must work with clarity and discipline. Nonprofit arts organizations
don't have the luxury of elbowroom; every action must be taken with
elegance, intent and an openness to learn and improve.

6. We must calculate our efforts in multiple currencies. There are a
multitude of resources beyond money that drive what we do: joy,
discovery, connection, sense of purpose, sense of place and on and on.
Let's make room in our spreadsheets and strategic plans to ensure we're
measuring what matters.
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In

the end, behaving “like a business” is a matter of semantics. Arts organiza-

tions are businesses, so their behavior is businesslike — just as good or just

as

bad. The deeper question is what kind of business do you want to be? And

what skills and perspective do you need to get there? It's not about mimicry.
It's about clarity, curiosity, and courage.

This opinion piece appeared in the July/August 2006 issue of Inside Arts, the magazine
of the Association of Performing Arts Presenters and is used with permission.

Questions

1.

The author raises the question of the role of arts managers as “social engineers.”
Discuss how arts organizations in your community engage in various forms of social
engineering through the programs they create, sponsor, or present.

. What are some of the goals that measure success for arts organizations in

your community? The article mentions outside measures. Are these measures
incorporated in arts organizations you are familiar with?

. The article points out arts organizations are businesses. How would you assess the

success of the arts organizations in your community as they behave or act like a
business?
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CHAPTER 3

Management History and Trends

Management facilitates the efforts of people in organized groups and
arises when people seek to cooperate to achieve goals.
Daniel Wren, “The History of Management Thought”
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In this chapter, we scan the evolution of management thought. After a review of
early management practices, we examine the management concepts that grew
out of the shift to mass production during the Industrial Revolution. Finally,
we will look at the impact of scientific management and the application
of psychological theories to the workplace. 59
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The primary objective of this chapter is to provide the reader with a general
historical background on the field of management. Many of the terms and
concepts noted in Chapters 1 and 2 have developed from classic and contem-
porary management theory and practice. If you have taken college courses in
business or management, the terms, concepts, and people noted in this chap-
ter should not be new to you. Before moving into the specific areas of external
environments, planning, organizational design, and human resource manage-
ment, it seems appropriate to explore the source of the current management
systems used to operate all organizations.

MANAGEMENT AS AN ART AND A
SOCIAL SCIENCE

A basic assumption of this text is that management is an art. In this case, an art
is typically defined as an ability or special skill that someone develops and applies.
Studying the theories of management, synthesizing the application of these
theories to a practical work environment, and then creating a workable system
for a specific organization require a tremendous amount of thought and effort.
It is often a lifetime job.

Management can also be considered to be a social science. Although the idea
of “science” in the workplace may not be very appealing to an aspiring arts
manager, the reality is that applying some of the techniques noted in this
chapter may help make a stronger arts organization.

As we will see, the general concept of scientific management is not universally
welcomed in the workplace. The term describes a particular approach to max-
imizing productivity by applying research and quantitative analysis to the
work process. The creation of general and specific management theories to
explain and predict how organizations and people behave is also integral to
thinking of management as a science.

At the center of any theory is the ability to predict an outcome if given a spe-
cific set of circumstances. A scientist develops a theory, conducts experiments,
establishes an outcome that can be repeated by others, and provides proof
of the theory. Management theory tries to achieve a similar goal: predictable
outcomes given controlled inputs. Unfortunately, the science of management,
as with any social science, is sometimes subject to unanticipated outcomes.
In management science, numerous other variables, including the behavior
of employees in the work environment, can quickly undermine a theory.
Applying the techniques used by social scientists can assist a manager in the
process of running an organization.
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On-the-job management theory

When studying management theory and practice, which are often examined
by using case studies, it becomes apparent that many managers enter into the
practice of managing with virtually no theoretical background. Whether in the
arts or business, not having formal training has never been a barrier to running
an organization. For example, the late Katherine Graham, who once owned
the Washington Post, had no formal training in business management. The sud-
den death of her husband thrust her into the role of chief executive officer.
Nonetheless, she was able to successfully operate a major newspaper using her
personal abilities and adaptability. She was able to learn on the job and to fur-
ther develop her own operating theories and practices to maintain a success-
ful business. For every Katherine Graham there are many other people in the
workplace less successful at playing the role of manager. Your local bookstore
is stocked with readings about how employees should deal with the boss or
supervisor who does not seem to have mastered the art of managing. (For more
information about Katherine Graham go to: http://womenshistory.about.com/
od/journalists/p/katharinegraham.htm.)

In Chapter 2 we saw that Paul DiMaggio’s 1987 study for the National
Endowment for the Arts demonstrated more than 85 percent of the arts man-
agers in theaters, art museums, orchestras, and arts associations said that
they learned from on-the-job training.! The university-trained arts managers
surveyed claimed that their schooling did not adequately prepare them for
many of the demands of running an organization. The numbers of university-
trained arts managers has increased in the last few years, but it is still safe to
say that the experience of the workplace is required to complete the education
of any arts manager.

The effective manager

Regardless of how an individual learns the art and science of management,
an effective manager must eventually be able to analyze variables and pre-
dict outcomes based on experience. In other words, the manager must find
a set of operating principles that can be used day to day. For example, an arts
manager might have to say to the Board, “If we raise prices, ticket orders will
decline based on discretionary spending patterns of our audiences. Or, if we
change our subscription plans, fewer people will order because any change
creates confusion. Or, if we perform nothing but concerts of modern music, a
significant portion of our subscribers will stay home.” These statements may
all be true and based on good scientific research, but that does not mean the
Board will follow the manager’'s recommendation. It may be perfectly appro-
priate, given the mission, for an organization to make a decision that will
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produce a negative outcome. An effective manager should be able to articu-
late her expectations of outcomes based on an understanding of the effects of
variables on particular decisions. Obviously, experience is and always will be
a great teacher.

To be an effective arts manager one should have an awareness and apprecia-
tion of the overall field of management. The rest of this chapter focuses on
some of the major theories and principles that shape management today.

EVOLUTION OF MANAGEMENT THOUGHT

Preindustrialization

For the last several thousand years, organized social systems have managed the
resources needed to feed, house, and protect people. The evolution of man-
agement is intertwined with the development of the social, religious, and eco-
nomic systems needed to support cities, states, and countries. The church and
state provided the first systems for planning, organizing, leading, and control-
ling. These management systems were predicated on philosophies that placed
people within complex hierarchies.

History provides many examples of management systems established by the
Egyptians, Romans, and Chinese. Many basic principles of supervision and con-
trol evolved from the projects undertaken by these societies. Building temples,
pyramids, and other massive structures required extensive management and
organizational skill. Organizing massive armies to go forth and conquer the
known world required detailed organizational planning and logistical coordi-
nation. Many modern management concepts expanded on the skill needed to
implement public works projects as the world shifted from an agrarian to an
industrial base.

A change in philosophies

The decline in the control of the Catholic Church in the fourteenth and fif-
teenth centuries, and the subsequent religious struggles created by the rise
of Protestantism, slowly changed the fundamental relationship of people to
their governmental and religious systems. The seeds of the Protestant work
ethic were planted in the new order. The expansion of trade and the creation
of a permanent middle class grew out of the changes brought about by the
national and international economic systems.

The effects of the Renaissance and the Reformation extended far beyond redis-
covering the ideas and philosophies of antiquity. The development of new
political and social theories of government and management by such theorists
as Niccolo Machiavelli, Thomas Hobbes, John Locke, and Adam Smith led to
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crucial changes in thinking about the individual and the society. For example,
Adam Smith’s Wealth of Nations, published in 1776, moved economic theory
beyond the mercantile system with Smith’s now-famous economic principles.
The “invisible hand” of the marketplace is the core concept of the system of
economic self-regulation that survives today.

The Industrial Revolution and early pioneers of
management

Four principal changes in the management of the workplace are often attrib-
uted to the Industrial Revolution:

1. Mechanization of work

2. Centralization of production
3. Creation of the labor class

4. Creation of the job of manager

The elements of science and technology, changes in government policies, pop-
ulation growth, improved health conditions, and the more productive use of
farmland were all part of the changes that occurred during the seventeenth, eigh-
teenth, and nineteenth centuries. The early entrepreneurs who established man-
ufacturing businesses using the new technologies of the time (e.g., the steam
engine) needed others to supervise the laborers hired to operate the equipment.
Essentially, the industrial manager was created to watch over the laborers.

The problem of treating people as nothing more than extensions of machines
and the subsequent abuses of labor — long hours, low pay, no job security,
health and safety hazards, child labor, and so on — has left a legacy we still
grapple with today. For example, the concept of “the carrot and the stick,”
which was used as a motivational management method in the factories, sur-
vives in the minds of many managers today. The positive inducement (the
carrot) to earn more by working harder and faster was set off against a pun-
ishment (the stick), which included such things as a cut in wages or being
assigned a more dangerous task, as a method of motivating people. However,
not all owners and managers approached labor and production with the same
attitude.

Management pioneers

One of the early pioneers of a more enlightened approach to management
was Robert Owen (1771-1858). At age 18, Owen operated and supervised a
cotton mill, where he observed problems occurring in the manufacturing pro-
cess. He tried to improve overall working conditions and changed the equip-
ment to reduce the hazards to workers. However, due to a shortage of labor,
he too hired children to work 13 hours a day.?
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Charles Babbage (1792-1871), often cited as the inventor of the world’s first
computer (a counting machine) in 1822, is also credited with creating the
first research techniques to study labor.? His early research was the forerun-
ner of what is now called scientific management. In The History of Management
Thought, Daniel Wren notes that Babbage attempted to establish salary sys-
tems that reflected the mutual interest labor and management shared in the
process of production: “Babbage’s profit-sharing scheme had two facets: that
a portion of wages would depend on factory profits; and two, that the worker
‘should derive more advantage from applying any improvement he might dis-
cover, that is, a bonus for suggestions.”*

Figure 3.1 provides a visual depiction of the major movements and the peo-
ple involved in the evolution of management theory.

Changes in America

The early stages of the Industrial Revolution in the United States depended
on borrowing management and organizational techniques from England and
Scotland. However, by the mid-nineteenth century, U.S. manufacturers began
to show the world how to mass-produce interchangeable parts for a variety of
equipment.’ The development of late-nineteenth-century America’s manage-
ment system was due, in large part, to the engineer. The mechanical, indus-
trial, and civil engineers were the primary force behind the development of
“systems” for doing work.

The railroads and the new technology of the telegraph created a climate for
rapid business expansion in America. Daniel Craig McCallum (1815-1878),
a manager for the Erie Railroad, is credited with such things as creating a for-
mal organization chart (it was shaped like a tree), matching authority with
responsibility, and using the telegraph system to provide feedback about the
location of trains.°

Henry Varnum Poor (1812-1905), the editor of the American Railroad Journal,
wrote extensively about management organization and systems. Wren describes
Poor’s three-part philosophy as follows:

[First,] organization was basic to all management; there must be a clear
division of labor from the president down to the common laborer, each
with specific duties and responsibilities. ... [Second,] communication
meant devising a method of reporting throughout the organization

to give top management a continuous and accurate accounting of
operations. Finally, information was ‘recorded communication;’ Poor
saw the need for a set of operating reports to be compiled for costs,
revenues, and rate making.”
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As noted in Chapter 2, Arts Organizations and Arts Management, the railroads
played an important part in changing how entertainment was distributed in the
United States. As we saw, the railroad brought to the arts the need for a special-
ist to manage the logistics of moving the company from city to city. The com-
plexity of railroad schedules (time zones as we know them today were not in
place until the late 1880s) also demanded a large portion of a manager’s time.

Although management concepts may have been growing in sophistication and
depth during this period, the treatment of employees lagged behind. The safety
and well-being of workers were not high priorities. Child labor, extremely low
wages, and a lack of job security were catalysts for the creation of powerful
labor unions later in the nineteenth and early twentieth century.

MANAGEMENT TRENDS TO THE PRESENT

Classical management perspectives

One of the founders of modern management is Frederick W. Taylor (1856-
1915). Taylor is credited as the founder of scientific management. His efforts
to change the workplace often faced bitter opposition. In 1912, Taylor stated
his principles before a special congressional committee created to investigate
the effects of scientific management on the worker. His words speak clearly of
a management theory that is far different from the highly efficient assembly
line many people imagine as the realization of his principles. Taylor’s ultimate
goal was to use his methods to achieve a “great mental revolution.”® (For more
information about Taylor go to: www.skymark.com/resources/leaders/taylor.

asp.) His testimony makes a convincing case:

Scientific Management is not any efficiency device, not a device of any
kind for securing efficiency; nor is it any bunch or group of efficiency
devices. It is not a new system of figuring costs;...it is not holding a
stop watch on a man and writing things down about him; it is not time
study; it is not motion study nor an analysis of the movement of men....

Scientific management involves a complete mental revolution on the part
of the working man engaged in any particular establishment or industry.
And it involves the equally complete mental revolution on the part of
those on the management’s side — a complete mental revolution on their
part as to the duties toward their fellow workers in the management,
toward their workmen, and toward all of their daily problems.

Frequently, when management has found the selling price going down
they have turned toward a cut in wages...as a way of...preserving their
profits intact. Thus it is over the division of the surplus [or profits] that
most of the troubles have arisen; in the extreme cases this has been the
cause of serious disagreements and strikes.®
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The drive toward making the workplace and the work process as efficient as
possible by careful analysis of all phases of manufacturing continues into the
present. Taylor’s early time and motion studies, for example, are now regular
fixtures in examining how an organization is accomplishing its tasks, from
building cars to making hamburgers.

Some of the other pioneers of the scientific management field were Henry L. Gantt
(1861-1919), Frank Gilbreth (1868-1924), and Lillian Gilbreth (1878-1972).1°

Application to the arts

Arts groups have limited use of the application of sophisticated scientific com-
puter models in day-to-day operations. However, the fact is that whatever lim-
ited gains in organizational productivity are to be achieved will result from
integrating specific quantitative techniques in the organization. As you will see
in Chapter 10, Economics and Financial Management, the basic economics of
the arts mitigates against significant productivity increases. It takes just about
as long today to rehearse an orchestra for a concert as it did 75 years ago.
Therefore, realizing cost savings and productivity gains associated with taking
less time to produce the product does not often apply to the performing arts.

However, there are components of arts organizations that do lend themselves
to quantitative applications rooted in scientific management. For example,
inventory and accounting systems can easily be computerized and linked to
a network of office computers. A graphic designer should be able to lay out a
newsletter faster than the old cut-and-paste methods of 30 years ago. The pro-
cess of assembling sets may be streamlined if time is spent analyzing how the
work is done. Construction industry tools can speed up the process of build-
ing scenery.

In business and the arts the way a task is done is often based more on tra-
dition than a detailed process analysis of the work. In fact, almost any rou-
tine procedure is worth examining. There is often a more efficient way to do
almost any work, whether it is counting ticket stubs, building platforms, sort-
ing color media, or hanging lights.

Administrative management (1916 to present)

Henri Fayol (1841-1925), a mine engineer, was a pioneer in the field of
modern administrative management. The basic idea of this approach is that it
focuses on principles that can be used to coordinate the work in an organiza-
tion. Fayol's Fourteen Principles (Figure 3.2) helped to form the first compre-
hensive approach to management theory. Although many of Fayol’s Fourteen
Principles seem straightforward today, they broke new ground in 1917 by
helping to establish a basis for administrative management.
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Figure 3.2
Fayol’s Fourteen Principles = =
/ g Fayol's Fourteen Principles of Management
of Management.
Source: Adapted from
Henri Fayol, General and /
Industrial Management, 1. DIVISION OF LABOR - Work specializations can result in efficiencies in both managerial
trans., Constance Storrs, and technical functions. However, there are limits to how much work specializations can be

divided.
(London: Pitman and Sons, wiee

1949), pp. 19-42. Used 2. AUTHORITY - Managers have the right to give orders and exact obedience. With authority
with permission comes responsibility.

3. DISCIPLINE - Discipline is necessary to develop obedience, diligence, energy, and
respect.

4. UNITY OF COMMAND - An employee should receive orders from one supervisor only.

5. UNITY OF DIRECTION - All operations with the same objective should have one manager
and one plan.

6. SUBORDINATION OF INDIVIDUAL INTERESTS TO GENERAL INTERESTS - The
interests of one employee or group of employees should not take precedence over the
interests and goal of the organization.

7. REMUNERATION - Compensation should be fair for employee and employer.

8. CENTRALIZATION - The proper amount of centralization or decentralization should
depend on the situation.

9. SCALAR CHAIN (Hierarchical) - A clear line of authority should extend from the highest
to lowest levels in the organization. Horizontal communication is encouraged as long as the
employees in the chain are informed.

10. ORDER - Materials should be kept in well-chosen places to facilitate activities.

11. EQUITY - Employees should be treated with kindness and justice.

12. STABILITY OF PERSONNEL TENURE - Because time is required to become effective in
new jobs, high turnover should be prevented.

13. INITIATIVE - Managers should encourage and develop employee initiative to the fullest.

14. ESPRIT DE CORPS - Harmony and union build organization strength.

Fayol also postulated that an individual with more skill in management than
in technical expertise would not necessarily be bad for a company. In fact, he
believed that an engineer with no aptitude for management would do more
harm than good in an organization."! He also saw that management could
be studied separately from engineering, and he noted that every organization
required management: “Be it a case of commerce, industry, politics, religion,
war, or philanthropy, in every concern there is a management function to be
performed.”!?
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Chester Barnard (1886-1961) is also frequently cited as another contributor
to the field of administrative management theory. In 1938 he published The
Functions of the Executive, which brought forward the notion of acceptance theory
of authority.'3 Acceptance theory postulates that authority is derived from the
acceptance of authority by the people who are managed. The efficient day-to-day
administration of an organization depends on the willingness of the employees
to comply with directives given to them by managers. As long as these directives
generally fit within the realm of the possible from the employees’ perspective,
they accept the control of the management structure. The successful Dilbert car-
toon series often utilizes acceptance theory situations from the workplace. Humor
is often found as the hapless employees receive directives from the manager that
are often at odds with common sense. We will discuss the importance of accep-
tance theory in more detail in Chapter 8, Leadership and Group Dynamics.

Arts application

Many typical work situations in the arts can be identified by a quick review of
Fayol’s principles (Figure 3.2). For example, labor is divided on stage into spe-
cialized departments for carpentry, props, lighting, and sound. A gap between
authority and responsibility (Principle 2) may be found in some arts settings.
An example would be the university student stage manager with a great deal
of responsibility but very little authority in the organization. Unity of com-
mand (Principle 4) can be applied to arts organizations in the supervisor and
employee working relationship. For example, a ticket office employee may be
instructed in how to sell a ticket by a fellow student supervisor. The ticket office
manager, who is usually a full-time staff person, later instructs the student
employee to sell the ticket differently. Suddenly the student employee has two
supervisors giving contradictory instructions. Which supervisor should be lis-
tened to? Who is in command?

The idea of unity of direction (Principle 5) comes into play with the direc-
tor, choreographer, conductor, or crew head leading the ensemble. For exam-
ple, your event can quickly become disorganized if an assistant is providing
contradictory information to the cast, ensemble, or crew. Principles 6 and 14
(subordination of individual interests and esprit de corps) describe what a cho-
reographer, director, conductor, or crew chief is seeking to achieve with a group
of dancers, actors, musicians, or staff: a group that works toward the greater
good of the event over the personal interests of its members and, at the same
time, achieves a unity or harmony as an ensemble. The idea of a clear hierar-
chy (Principle 9) is built into the structure of how many arts events are orga-
nized in the first place. The artistic leader assumes a place at the top of most
arts organizations, and the basic structure of the organization includes people
reporting to other people in a form that has evolved after hundreds of years of
creating public performances.
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Other principles such as order (10), equity (11), and stability of personnel
(12) are easily connected to the behavior of people in arts organizations. For
example, you need to be able to efficiently find the prop chair in storage; cast
and crew want to be treated with respect for their efforts; and having a stable
workforce is key to the success of an arts event. Given the choice, no arts orga-
nization would want to profess to be disorganized, treat people poorly, or have
constant staff turnover. Of course, you may have had direct personal contact
with arts organizations that could benefit from applying Fayol’s principles.

A good example of Barnard’s theory of acceptance of authority is often seen in
the process of managing volunteers. Typically, the volunteers in an organiza-
tion respond to the leadership of a manager based on the acceptance of the
directives they are given. Since they do not have to be there, their willingness
to work is based on their willingness to do what is asked of them. If “orders”
exceed their usually unspoken sense of the scope of their volunteer effort, they
will simply walk away. Anyone who has ever tried to work with an all-volunteer
crew on a production understands the issue of acceptance of authority.

HUMAN RELATIONS MANAGEMENT
(1927 TO PRESENT)

The behavioral approach

The major failure of the classic approaches to management mentioned thus
far was the lack of understanding of the human factor in work. The most effi-
cient way of accomplishing a task was often thwarted by what the scientific
management theorists thought was employees’ stubborn resistance to change.
Researchers began to apply principles and concepts from what was then the
new field of psychology in an effort to understand workers better and to make
organizations and people more productive. The basic assumptions behind
much of this research were that (1) people desire satisfying social relationships
and derive satisfaction from accomplishing specific tasks; (2) they respond to
group and peer pressure in their work output; and (3) they search for indi-
vidual fulfillment in their work.

Mary Parker Follett (1868-1933), a Raddliffe graduate and social worker in the
Boston area, articulated several ideas about group dynamics that still have a
place in today’s workplace. Follett noted that people working in organizations
are continually influenced by each other and are very capable of accomplish-
ing work in groups. In fact, her ideas are in use today as many organizations
develop “teams” to accomplish tasks. Follett argued for a workplace in which
management shared power with, not over, employees. She also developed the
concept of integrative unity to describe how organizations could better reach
their goals by coordinating group activities, which is at the heart of the whole
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notion of teamwork in a work setting.'* (For more information about Follett
go to: http://womenshistory.about.com/od/business/p/m_p_follett.htm.)

A valuable piece of research involving people in the workplace, and a classic
example of an unintended consequence, can be found in a project undertaken
at the Hawthorne Wire Works in Illinois in the 1920s.

The Hawthorne Effect

In 1924, Vannevar Bush of MIT undertook a study of worker productivity at
the Hawthorne Wire Works. The employees wound wires on motor coils or
inspected small parts. Bush and his colleagues experimented with different
lighting conditions on the assumption that different intensities of light would
affect worker output. They found that the lighting level had no effect. Worker
output increased despite wide variations in brightness.

Elton Mayo and Fritz Roethlisberger, professors at Harvard, began the second
phase of the study in 1927. A group of workers was carefully monitored for five
years using a special test facility built for the experiment. The researchers gave
the workers physicals every six weeks, monitored their blood pressure, recorded
weather conditions, noted their eating and sleeping habits, and so forth. No
matter what changes were instituted, worker productivity kept increasing.

It became clear to the researchers that other factors were influencing the employ-
ees’ work behavior. Mayo and Roethlisberger surmised that the extra attention
paid to the experimental group combined with such things as changes in the
supervision system, the creation of a small social system in the work groups, and
the creation of a type of esprit de corps among the workers contributed to the
increased output.!® The Hawthorne Effect, as it is now called, stresses the impor-
tance of human interaction in the workplace.

Maslow’s hierarchy of needs

Another theory that helped shape the human relations approach to manage-
ment was Abraham Maslow’s hierarchy of needs. Maslow’s 1943 paper, “A
Theory of Human Motivation,” was quickly incorporated into management
theory and practice. Chapter 8, Leadership and Group Dynamics, discusses
ways to apply his approach in the work setting from the leadership perspective.

In summary, the theory suggests that part of the manager’s job is to provide
avenues leading to employee satisfaction, and that managers must work to
remove obstacles that prevent employees from accomplishing their jobs.
According to Maslow, people have various needs, including (from lowest to
highest) physiological, safety, belongingness, esteem, and self-actualization.
These needs can neither be fully met by nor ignored in designing the work-
place. The goal is for a person to become self-actualized so as to lead a full
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and productive life. (For more information about Maslow’s work go to: www.
businessballs.com/maslow.htm.)

Mcgregor’'s Theory X and Theory Y

Douglas McGregor gave a speech in 1957 at the Sloan School of Management
called “The Human Side of Enterprise.” His presentation included an idea about
work that changed the relationship of manager to employee. McGregor's theory
is based on the concept that managers develop “self-fulfilling prophecies” about
people that affect all of their interactions with employees.'®

He identified two major perspectives held by managers: Theory X and Theory Y.
Theory X assumes that (1) people generally dislike work and avoid it when pos-
sible; (2) they must be coerced, controlled, and threatened with punishment to
get them to work; and (3) they want to be directed and avoid taking responsi-
bility. On the other hand, Theory Y assumes that (1) people are generally will-
ing to work; (2) they are willing to accept responsibility; (3) they are capable of
self-direction; and (4) they have creative and imaginative resources that are not
effectively utilized in the work environment.

The Theory Y approach to management has become a part of current trend
toward what is called participative management. Companies are now asking
employees what they think, rather than treating them simply as labor. McGregor
believed that any enterprise can flourish if there is a partnership between the
workers and the managers.!”

Arts application

The whole idea of work being a social activity is a common notion today.
People working in arts organizations, like those in other professions, spend
significant portions of their waking hours working with others. They develop
complex patterns of interaction that are no different than any other business
in our society. The very process of rehearsal in the arts is central to improving
a person’s eventual “performance.” Therefore, the success of an arts manager is
often tied to how well they can motivate the people around them to achieve
their best performance. When we say the performance of a concert was “excel-
lent,” we are really responding to how well the people were managed and pre-
pared for the performance. Follett’s integrative unity, for example, can be seen
in bringing together cast and crew in the group effort of producing a live perfor-
mance, special event, or exhibition.

The Hawthorne Effect can be observed in a work call involving a crew on a
production. The work to be done (e.g., a lighting instrument hanging session
or cable sorting project) can be made a more positive and productive experi-
ence if the manager supervising the work creates a positive and enjoyable situ-
ation for the people doing the work.
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Maslow’s theories have found their way into many aspects of contemporary arts
organizations. Achieving success by navigating the levels in Maslow’s hierarchy
may lead a person to being described as self-actualized. Artists are often seek-
ing a level of enlightenment or connection through their art that also results in
reaching a state of self-actualization. However, to accomplish that, artists must
first have some basic needs met. For example, a performing ensemble that does
not achieve a sense of belongingness may have a difficult time achieving the
level of artistic excellence demanded of the art form. Individuals who do not
feel a part of, or comfortable in, the ensemble may not be able to contribute
their fullest to the enterprise.

McGregor's description of a Theory X manager might apply to directors, chore-
ographers, conductors, designers, or crew heads who work with their cast, danc-
ers, musicians, design assistants, or crew from a point of view assuming that
people need to be coerced, controlled, and threatened to produce good work.
The artistic director as a tyrant who must drive the talent to produce describes
the Theory X manager to some degree. On the other hand, it is also possible
to find artistic leaders who work with people from the Theory Y point of view.
They see their job as carefully directing highly talented and self-motivated
people to even higher levels of achievement.

MODERN MANAGEMENT

Scientific management today — quantitative approaches

The rise of research universities and graduate schools of business and manage-
ment, and the increased application of scientific management to the workplace,
have come together in the last 100 years to form a strong theoretical base for
the study of management. Wharton was the first undergraduate school to offer
a degree in business (1881), and Dartmouth (1900) and Harvard (1909) were
the first universities to offer graduate programs in management.!8

Scientific management techniques have undergone further refinement with the
assistance of computer models to help design the most efficient and produc-
tive workplace. The worldwide application of these techniques is well docu-
mented. Terms such as operations research (OR), the application of quantitative
analysis to all parts of a business operation, are now common.!'”> OR can cover
applying analytical processes from how work space is organized to how people
are scheduled to work. For example, in an arts setting, OR could be applied
to finding the most efficient way to process a ticket order. The critical path
method (CPM) for scheduling and controlling work on projects is also part of
standard operating procedures in many businesses. CPM is used in the indus-
try as a method for planning how a project will move through its various steps
to completion. For example, CPM may be applied to the process of building a
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stage set. Each step in the construction process is broken down into the smaller
activities such as ordering the materials, cutting and framing the materials, and
then assembling them. There is a series of dependencies between each step and
each step has a duration which when totaled, provides the cumulative time it
takes to complete a given task or a project.

Scientific management techniques have been applied by the Japanese, among
others, in much of their manufacturing, and the resulting gains in productiv-
ity have advanced them to the forefront of world competition. Ironically, the
processes to achieve this productivity were the result of the work of American
quality expert W. Edwards Deming. Such concepts as “just-in-time inventory”
(or Kanban), computer-aided design (CAD), computer-assisted manufacturing
(CAM), and computer-integrated manufacturing (CIM) are natural extensions
of the work started by Taylor nearly 100 years ago. The goal of applying these
methods to the process of production has been to increase worker productivity
and thereby lower costs to the firm. There will be more discussion of the topic
of productivity in Chapter 10, Economics and Financial Management, and its
impact on the costs of producing arts events.

Systems theory

Systems theory assumes that organizations are composed of inter-related parts
and activities that are arranged by design to produce goods or services. The
open system model (see Figures 1.3 and 6.1) is an example of a systems theory
application to arts organizations. It assumes that an organization functions in a
complex world influenced by multiple environments as it goes about gathering
inputs and transforming them into outputs in the form of goods or services. The
“inputs” are the people who work for the organization, and materials, equip-
ment, and money required to produce the organization’s goods or services.
The “output,” or performance of the organization, is not the sum of its parts,
but rather the result of the interaction of the parts. The process of management
transforms the inputs to the output. Ideally, an organizational synergy results
from the process, and the whole becomes greater than the sum of its parts.?’

Contingency approaches

The contingency approach to managing an organization works on the
assumption that there is no one way that works best in all circumstances
facing an organization. The management team must therefore be adaptable
and capable of understanding the different mixes of management techniques
that may be required at different times. This approach also recognizes that
the people who make up the organization have differing styles of work and
management. The top management must therefore expect that different work
groups will have alternative ways of achieving the stated objectives. Rather
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than seeing this as a threat, diversity must be perceived as a strength. Synergy
can once again be achieved if the management is capable of effectively coor-
dinating the different work groups.

Arts application

One assumption this text makes is that arts organizations are open systems
subject to internal and external forces that shape and change how they oper-
ate. Chapter 4 specifically discusses the larger world in which the arts organi-
zation must function. The system model allows a manager to create, revise, or
remove subsystems that are not effectively supporting the mission. For example,
a subsystem within an arts organization might be volunteer support. As a sub-
system it may have goals, specific objectives, a staff member assigned to coordi-
nate work, and budget resources allocated. However, if there is poor turnout by
volunteers, or low-quality work is done, then this subsystem is not effectively
adding to the overall productivity of the organization. The arts manager then
would step in, analyze the problems, and attempt to make changes that would
help make the volunteer system work better.

Contingency theory assumes that the appropriate action to take by manage-
ment should be driven by a careful analysis of the problem and situation. It is
assumed that there is no one universal set of principles that works for all orga-
nizations. Situational factors should determine the best application of manage-
ment solutions. For example, the solution to the volunteer problem may be a
simple change in venues. Perhaps there is no problem with volunteer leader-
ship, but rather it is too difficult to find a space big enough to have the group
gather to work on their projects. So rather than delve into applying human rela-
tions theory solutions to the problem, a manager might apply a quantitative
approach by studying the work processes of the volunteers and then improving
the work space to facilitate what they do for the organization.

Emerging views

It remains to be seen if there will ever be one theory that can be applied to
best establish and operate an organization. The basis for effectively managing
most organizations in the world in which we live recognizes that a contin-
gency approach makes the most sense. Flexibility and adjusting to pressures
applied to the organization from the outside, while carefully monitoring
the inside processes of the organization, is paramount. The theories will
continue to evolve. For example, we have Theory Z, proposed by William G.
Ouchi and Alfred M. Jaeger, which attempts to take the positive management
techniques from American and Japanese manufacturing and integrate them
into a system that is focused on increasing employee well-being and loyalty
to the company.?? Total quality management (TQM), embraced by companies
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producing goods and services, is based on the assumption that an organiza-
tion can better satisfy its customers if it is dedicated to continuously improv-
ing its product or service. (TQM is also called Kaizen in Japan; see www.
kaizen-institute.com for details.) The management and improvement of all
of the processes an organization undertakes to accomplish its mission are
very much a part of contemporary thinking about how to better manage
organizations.

Another term added to the management vocabulary is Six Sigma. This phrase
refers to a management system and philosophy that “focuses on eliminat-
ing defects through practices that emphasize understanding, measuring, and
improving processes.”?* Six Sigma grew out of the need to improve the quality
and reliability of microprocessor chip manufacturing. From its beginnings in
the early 1980s, it became a way of life for many organizations as they worked
to compete in the global marketplace.

Two other concepts have found their way into the business world: flexible pro-
duction technology and mass customization. Flexible production technologies
“are a set of methodologies that allow enterprises to produce a wider range
of end products without incurring a cost penalty.”>* The worldwide automo-
bile manufacturing process has adopted these methods to reduce the cost of
producing a car. Toyota was a leader in applying new processes that increased
productivity.

Mass customization is “the ability to customize the final output of a prod-
uct to individual customer requirements without suffering a cost penalty.”?>
One example of this process is a clothing company like Lands’ End. If you go
online and give them information about your clothing size needs they can
then create a custom pattern for you.

Shifting paradigms

The management theorists often speak of major paradigm shifts and the reen-
gineering of corporations today.?® A current definition of a paradigm is a “set
of rules and regulations (written and unwritten) that does two things: (1)
establishes or defines boundaries, and (2) tells you how to behave inside the
boundaries in order to be successful.”?” For example, we generally accept as
a paradigm that a college education is best administered by gathering peo-
ple together in large buildings, setting them down in neat rows of chairs,
and imparting information from 9:00 to 9:50 a.m. Monday, Wednesday, and
Friday for 15 weeks a year over a 4-year period. The emergence of distance
learning and online instruction is a good example of a shift in that paradigm.
In a larger sense, this shift is really about the way in which information is
imparted to people and who controls the classroom. The nineteenth-century
paradigm of the schoolroom, and all that it involves, is undergoing change.
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Arts organizations face similar challenges from shifting paradigms, as you will
see in Chapter 4, The Adaptive Arts Organization. One of the most obvious
paradigm shifts facing the live performing arts involves the change brought
about in how people interact with or experience what we do. The “digital age”
is having an effect on how entertainment is delivered to and experienced by
our audiences. The impact of this change appears to be profound, but as yet
it is unclear what new “rules” or “boundaries” will require adaptation in the
performance process.

What does the future hold for management theories? One place to look is the
business section of any bookstore. There you will find the latest trends in man-
agement thinking. So many good books are published each year that it is dif-
ficult to keep up with the output.

Another good source is a book entitled The Manager’s Bookshelf by Jon L. Pierce
and John W. Newstrom. The sixth edition, published by HarperCollins College
Publishers, covers a wide range of topics from management paradigms to eth-
ics and management. The World Wide Web also offers a quick way to explore
new ideas found in The Manager’s Bookshelf. For example, if you search for
information on the aforementioned Six Sigma concept, you will turn up doz-
ens of Web sites on the topic. Be forewarned that there is a high degree of the
“flavor of the week” syndrome to be found on the bookshelves. As Pierce and
Newstrom point out, “These new terms feed the management world'’s preoccu-
pation with quick fixes and the perpetuation of management fads.”?8

One of the more astute recent books on the whole subject of management the-
ories is titled The Halo Effect, by Phil Rosenzweig. The subtitle of the book offers
a preview of the contents and point of view of the author with “...and the Eight
Other Business Delusions That Deceive Managers.”

The nine business delusions are the Halo Effect, The Delusion of Correlation and
Causality, The Delusion of the Single Explanations, The Delusion of Connecting
the Winning Dots, The Delusion of Rigorous Research, The Delusion of Lasting
Success, The Delusion of Absolute Performance, The Delusion of the Wrong End
of the Stick, and finally, The Delusion of Organizational Physics.*

Rosenzweig offers a methodical look at some of the fundamental flaws in much
of what passes for business research. He argues there is no one way or system
that is the answer to how to run a successful business. He takes to task authors
such as Tom Peters and Jim Collins for missing the halo effect in much of what
they write about. The halo effect is defined as:

The tendency to look at a company’s overall performance and make
attributions about its culture, leadership, values, and more. In fact,
many things we commonly claim drive company performance are simply
attributions based on prior performance.3°
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The Halo Effect in the arts

An arts example of the Halo Effect might be attributing excellent management
processes and leadership to an arts organization that is known for producing
high-quality and well-reviewed productions. In fact, the opposite may be true.
The management and leadership of the organization could be severely lacking
or even dysfunctional, but the success on stage creates a halo effect that shines
on the organization’s management team. Rosenzweig also faults the business
press for often missing the problems of a poorly run company until long after
the fact. For example, the widely held belief that the Enron Corporation was
blazing a trail for a new way to do business proved to be false.

Other sources

University business schools are also a source for ideas about future directions
in management. The major research universities support faculty in the develop-
ment of refined and new theories of management and organizational design.
Many of the journals found in college and university libraries also provide an
academic view of all of the major fields of management. Specialty journals such
as the Harvard Business Review are published regularly on such topics as opera-
tions, systems analysis, human resources, leadership, organizational psychol-
ogy, and marketing.

CONCLUSION

Several thousand years of the evolution of management practice has helped
inform modern management theory. During this time, societies have created orga-
nizations capable of accomplishing an incredible range of activities. Cities, roads,
dams, hospitals, schools, and churches have been built by organized groups of
individuals using the techniques of management. At the same time, it is important
to remember that management techniques have been and continue to be used to
organize and implement unimaginable amounts of destruction and suffering.

Organizations and systems of management are still evolving today. The
nineteenth-century organizational model, with its rigid hierarchy and complex
chains of command, has been proved to be incapable of responding quickly
enough to change. Newer information-based organizational models with fewer
levels of management are forming,

As we begin the twenty-first century, political and economic upheaval will con-
tinue in ways we cannot foresee. Change seems to be the only constant on which
organizations and individuals can count. If change is managed wisely as part of
the planning process, the resources needed to provide for the future of the orga-
nization will be available. However, it is also possible to envision a world that is



overwhelmed by the problems of population, pollution, and hunger. The images
of an unmanageable world that come to us from both science and fiction writers
may provide the incentive people need to solve the problems around us.

Ultimately, it will be the people who make up the organizations who will
determine the type of future we all share. Cooperation and collective action
among these people and organizations hold the key to the future.

In Chapter 4, we will examine how all organizations are affected by the social
and political systems within which they must function. These and other exter-
nal environments shape how the organization defines its mission and what
the people in the organization believe.

SUMMARY

Management is an integral part of all social systems, from a family to a mul-
tinational corporation. Whether the objective is gathering food or taking over
another corporation, managers are required to coordinate the interactions
of people carrying out designated tasks. Although many people have learned
to manage while on the job, a body of knowledge accumulated over the last
2,000 years constitutes management theory and practice.

Preindustrial societies developed laws, rules, myths, and rituals to control and
direct people. The Renaissance and the Reformation created many new dynam-
ics in the Western world. The opening of trade, the expansion of city centers,
the rise of the middle class, and the major changes in political and social phi-
losophy led to the formation of more sophisticated concepts of managing.

The Industrial Revolution produced fundamental changes in the nature of
work and production, thus transforming Western societies. The mechaniza-
tion of work in factories created the need for managers to supervise the activi-
ties of the factory workers.

The railroads, telegraph communication, manufacture of precise interchange-
able parts, and other new inventions and advances in technology radically
altered the workplace in the nineteenth century. As new production methods
were devised, techniques for managing employees and organizing work began
to be documented. The early systems of organizational design, production
supervision, and data recording that were used in the railroads and factories
became the basis of modern systems of scientific management.

Frederick W. Taylor was the first to document techniques for improving work
output and streamlining antiquated manufacturing techniques. Scientific
research was quickly adopted by the business world. Computer models and sim-
ulations are now used regularly to improve productivity and output in factories.
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Other major management practices focused on organizational design and opti-
mal ways to structure the operation. The basic principles expressed by Henri
Fayol and others about such things as chain of command, lines of authority, and
rules and policies in business were thought to be applicable to any organization.

Another branch of management theory falls under the heading of human
relations management. The premise underlying this research is that people
want socially satisfying work situations. The Hawthorne studies verified that
work output increases if employees are given more control over their jobs.
Mary Parker Follett’s integrative unity, Abraham Maslow’s hierarchy of needs,
and Douglas McGregor’s Theory X and Theory Y articulated many of the com-
plex needs and interpersonal relationships people bring to the workplace.

Contemporary management practices are based on integration models. One
model assumes that organizations are open systems affected by external envi-
ronments in the process of transforming inputs into outputs. The other model,
the contingency approach, assumes that there is no best way to operate an orga-
nization; managers must therefore be flexible and find the best match between
the resources available and the problems to be solved.

For additional topics relating to management history and management
trends, please go to www.managementandthearts.com.

Questions

1. Describe examples from antiquity that demonstrate the use of the basic
management functions of planning, organizing, leading, and controlling.

. Describe some of the legacies of the Industrial Revolution in manufacturing today.

3. Which of Fayol’'s Fourteen Principles can be most easily applied in an arts
organization? Which principles seem inappropriate?

4. Have you ever worked for a Theory X or Theory Y manager? To which theory do you
subscribe?

5. How does a college or university fit into the open system model? What are the
inputs? What happens in the transformation process? What are the typical outputs?

6. Do you think government, business, and social service organizations in the United
States are capable of solving the problems facing society? If not, what changes
must be made in these organizations to meet the demands?

N
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CHAPTER 4

The Adaptive Arts Organization

The Royal Scottish National Orchestra has jumped on the digital
download bandwagon and launched a subscription download site
which links to nearly 60,000 recordings.

Playbill Arts, September, 27, 2006

Environments in the demographic
open system: technological
economic educational
political and legal Continual evaluation process
cultural and social Content analysis

Demographic descriptor including sex, age, race, income level, occupation,
education, birth and death rate, geographic distribution

Information sources: professional associations
audiences consultants
other arts groups SWOT Analysis
board and staff members News aggregators
the media

In this chapter we will begin the first steps in the journey of managing and
leading in the arts. Before you develop and organize to execute your plans, you
need to assess the larger issues facing an arts organization in the 21st century.
To that end, we will work to develop your skills analyzing the potential
impact of key environments that any business must consider when try-
ing to realize its mission. We will also review the sources for informa-
tion that can assist the arts manager in his quest for knowledge. Lastly, we 83
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will review a sampling of trends that may affect arts organizations over the
next decade.

COMPETITIVE ADAPTATION

Arts organizations need to be adaptable to the changes in many areas of soci-
ety if they are to continue to be successful in an increasingly competitive
entertainment marketplace. Like any business, arts organizations must work
within changing external and internal environments. The term environment is
used throughout this text to denote forces that interact outside and within
organizations. We examine six external environments: economic, political
and legal, cultural and social, demographic, technological, and educational.
We will assess the impact of each of these environments on arts organizations
and, later in the chapter, examine some of the trends that may reshape the
arts in the near future. In addition, we will examine how arts organizations
interact with these environments based on the information received from six
major sources: audiences, other arts groups, board and staff members, the
media, professional associations, and consultants.

The quotation at the beginning of this chapter shows how organizations
experiment with technological changes that effect their operations. This
orchestra formed a partnership with an online retailer of classical music and
the Playbill Arts article indicated the symphony was considering live streaming
of concerts.

Over at the Metropolitan Opera during the 2006-07 season a new series of
high-definition showings of the live performances in movie theaters was seen
around the world. They claim to have had more than 325,000 viewers in
their first season. The Met, like many other arts organizations, has a MySpace
homepage as well.

The Royal Scottish National Orchestra and the Metropolitan Opera’s adapta-
tions of enhanced presentation technology illustrate the ways that an orga-
nization can exploit an opportunity made available by the changing world
in which it functions. Podcasting of arts programming and art museum cell
phone guided tours have become a standard part of many organizations’
operations.

Figure 4.1 provides a graphic representation of the organization, the informa-
tion sources (inputs), and the environments. An organization’s relationship
to information sources and to different environments vary. Some organiza-
tions are more responsive to audiences and patrons, and others are more
responsive to their boards or staffs.
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. X X Figure 4.1
Arts Organizations and Multiple Environments The arts organization and
(| ORGANIZATION EVALUATES and ADAPTS ) multiple environments.
Inputs help inform and shape the arts
organization in the strategic planning process
and in its ongoing operations (See Fig. 5.1)
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The information provided by the external environments and other sources
help organizations in the vital process of strategic and operational planning.
The application of this information in the planning process is covered in
more detail in Chapter 5, Planning and Decision Making. The inputs noted
in Figure 4.1 are used collectively to develop what in the planning process is
often called a SWOT (strengths, weaknesses, opportunities, threats) Analysis.
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Nearly all of the activities that an arts organization undertakes are related to
the interaction between these environments and information sources and the
four functions of management: planning, organizing, leading, and control-
ling. Based on these relationships, a primary goal for an arts manager is to
fulfill the stated mission of an organization by dynamically balancing all the
various factors affecting it.

CHANGING ENVIRONMENTS

As depicted in Figures 1.3 and 6.1, organizations are open systems that receive
inputs from various sources; the inputs are then processed and transformed
to outputs. In the broadest sense, this process applies whether it is an arts
organization or a company that manufactures automobiles. Although there
are substantial differences in these “businesses,” arts organizations would be
better served by becoming more responsive to the public they serve.

It is a simple fact that if the enterprise does not adapt to changes in the world,
it is likely to be less effective fulfilling its mission; and if it is too rigid or too
slow to change, it will cease to exist. Ultimately, the abstract “organization”
will not suffer if the business is shut down. It is the people who work for the
organization who pay the price for its lack of adaptability.

MANAGING CHANGE

A manager of an arts organization is responsible for more than helping to get
the show or exhibition opened. She must be aware of the world around the
organization: locally, regionally, nationally, and internationally. How does
one go about monitoring and managing change? One way is by developing a
systematic process for monitoring key forces that may affect the organization.
At the same time, the arts manager needs to appreciate that change will often
happen in such a way that an organization has no choice but to be reactive.
For example, if new legislation is enacted by the state government that affects
fundraising activities or reporting, then the manager has no choice but
to react to the change. On the other hand, if this same manager was more
closely monitoring what was going on in a legislative session, she may be able
to affect a change in the legislation before it becomes a law.

An effective arts manager also needs to keep a sense of perspective on the
rate of growth and development inside the organization while watching the
changing world around it for opportunities and threats. Change seldom hap-
pens overnight. In fact, change is more likely to come about from the accu-
mulation of many small decisions a manager makes over time. These small
adjustments can have a significant impact on the long-term operation of
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the organization. Unfortunately, change is often difficult to monitor accu-
rately because, like the hands of a clock, you only notice the movement after
the fact. It is a great deal easier to use hindsight when it comes to assessing
change.

In addition to navigating the organization through uncertain circumstances
and changing times, the manager must also attend to internal organizational
needs. In most organizations, people feel comfortable with a certain degree
of predictable routine. All organizations establish specific operating rules and
detailed procedures for getting work done. Payroll procedures and basic work
conditions are established as part of the fabric of an organization. People can-
not function anywhere near their potential if they are worrying about whether
they will be paid or about other conditions of their employment. Ironically,
once conditions are stabilized, people have a tendency to become bored if
their jobs assume routines that seldom vary. Subtle changes in work patterns
can be just as important to the long-term health of an organization as major
shifts to new programs. An important part of the manager’s job is to remain
aware of the overall direction and mood of the organization while helping
people do their day-to-day jobs. The fine-tuning of operational activities never
really ends.

GROWTH AND CHANGE

As we saw in Chapter 2, Arts Organizations and Arts Management, arts orga-
nizations are often created by a person or a small group of people willing
to commit to the incredible effort it takes to bring a creative idea to life. Of
course the same could be said for many of the major corporations in exis-
tence in the world today. It is possible to trace the founding of many busi-
nesses to one or two people with the drive, passion, and ambition to make it
happen.

Many of today’s arts organizations are the product of the generation that is
part of the post-World War Il boom coupled with increased access to edu-
cation and financial support from individuals, foundations, and the govern-
ment. An unplanned mix of circumstances after World War II supported the
unprecedented growth in performing and visual arts organizations across the
nation. New theater, dance, and opera companies were founded, symphony
orchestras sprang up throughout the nation, new performing arts centers were
built in communities, and many types of museums and galleries opened in
large and small cities. The support and vision of the Ford Foundation, among
others, helped support the establishment of many of these arts organizations
in the 1950s and 1960s. Once established, the arduous task of sustaining
what became arts institutions took center stage.



CHAPTER 4: The Adaptive Arts Organization

The example of the evolving opera company

Let's examine a hypothetical example. A founder-directed opera company
with an annual budget of $35,000 in the early 1970s grows to become an
arts “institution” in its community with a budget of $6.5 million in the early
part of the twenty-first century. From a modest start of productions held in
a 1000-seat suburban high school auditorium, the company has grown and
flourished and now performs in a 3500 seat theater downtown. As the organi-
zation evolves, a board of directors representing the community is added and
new staff members are hired to do what the original founder and one or two
volunteers were doing. The tiny storefront office becomes a larger storefront
office, and when that space is found to be too small, a suite of offices is leased
in a high-rise office building near the performing arts center.

Slowly, but inevitably, the small opera company begins to function at a scale
that requires longer term planning and careful analysis of future options. In
other words, the company begins to move from hourly, daily, weekly, and
monthly planning to year-to-year planning often spanning three to five years.

As any organization matures, it begins to take on characteristics that make
it less responsive to change. After all, when a company finds something that
works, it continues making more and more of that product. Our hypothetical
opera company, for example, finds that a particular pattern of performances
(two grand operas, two operettas, one musical) sells well, and so it repeats
that cycle with different titles every year.

Now suppose that the same community also becomes home to a professional
theater company, a ballet company, and a symphony orchestra. The creation
of each new organization will have an impact on the opera company. It will
find itself competing for arts revenues because audiences simply have more
choices. The theater company, for example, may decide to do two musicals
each season. The change in the cultural environment of the community
requires that the opera company’s decisions about programming now be
made in the context of three other groups struggling for an arts audience.

To better adapt to its new circumstances, a process of continual evaluation
should become the opera company’s normal operating procedures. Asking
questions about where the opera company stands with respect to the six envi-
ronments and the other arts groups, and then sifting through the feedback
from its information sources, should become as critical as mounting a season
of high-quality productions.

It is important to remember that the process of continual evaluation is noth-
ing more than a tool that will only be as effective as the manager and art-
ist who use it. If the manager is unskilled at using the process, they may
chart a course for the organization that leads to possible ruin. On the other



hand, successful assessment and planning should lead the opera company to
develop at a pace that fits well within the parameters of the community and
the six environments.

Organizations discover that a process of monitoring their activities through
ongoing assessment requires the development of techniques for gathering and
analyzing information. Technique, as any performer will tell you, is acquired
through long hours of rehearsal and disciplined practice. Just as painters, illus-
trators, dancers, singers, musicians, and actors learn to master their art and craft
through developing techniques for approaching their work, so too can an arts
manager master the art of organizational evaluation and adaptation. Once mas-
tered, this technique can then be applied to the four functions of management.
For example, to avoid programming duplication or conflicts the opera company
could consult with the other arts organizations on upcoming titles and dates.
Opportunities for collaborative projects may also be explored with the other
producing groups.

Before discussing techniques for exploring individual environments, let’s
examine a general approach to organizational evaluation and assessment. As
we will see, the biggest problem in assessing the opportunities and threats to
an organization is the conflicting information facing a manager.

CONTENT ANALYSIS

An arts manager can start gathering vital information from books, newspa-
pers, magazines, broadcast media, and the Web. The basic methodology,
which is called content analysis, simply involves identifying key sources for
clues about current practices and possible future trends. Gathering input from
sources external to the organization is complicated by the cyclical patterns of
the media. Topics come and go with incredible speed from the front page, TV
news, and the Web. The key factor in an arts manager’s quest for information
through content analysis is to find enough trustworthy sources for facts and
trends. This is not an easy task, as the sources for information have prolifer-
ated in recent years.

The manager must also differentiate between trends and fads. For example,
shifts in population growth establish trends that ripple through a society for
years: more people, more services, more houses, more apartments, and so
forth. Fads, on the other hand, tend to die out more quickly. Arts organiza-
tions that react to fads sometimes find themselves scheduling programming
that is out of step with what has become the current topical stories. In the
time between the decision to produce a particular program and its actual pro-
duction, a new hot issue may arise to take its place.

Content Analysis a
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The arts manager must therefore use caution when trying to sort through their
thinking about what the future may bring. For example, it is not unusual to
find contradictory opinions expressed about a particular topic. One futurist
Web blogger predicts a vision of a world where people will be able to use
their hand-held computer to navigate through thousands of options for enter-
tainment and information. Another pundit sees us becoming more isolated
from each other as we spend our limited free time exploring these endless
entertainment and information options in ways other than attending arts
events. In this case, they may both be right and the manager is still left to
contemplate the potential impact on his organization.

Where to look for arts content

If nothing else, the development of the World Wide Web has made it pos-
sible to access information much more quickly. Being selective about where
you go for information is probably even more critical than it was before one
could type in a few words and activate a search on to the Web. For example,
online access to sources such as The New York Times, The Wall Street Journal,
and Business Week should be an integral part of the information base that a
manager can use to begin building a structure to hold the sources of their
content analysis activities. These are not the only sources for general news of
the world or the trends that are developing in our society, but having content
delivered to you electronically every day has become a requirement for any-
one trying to keep current.

The need to stay current in an arts discipline has also been aided by organi-
zations better using their Web sites. Early Web sites often were simply elec-
tronic versions of the print content already generated by the organization. As
arts organizations became more familiar with the Web they began to better
exploit the differences and unique features only a Web site could offer. In fact,
the development of the notion of Web 2.0 has become a common part of the
vocabulary of organizations. Arts organizations now have Web sites that can
be very interactive including video clips, podcasts, and blogs.

These Web sites provide managers with a great deal of information about
what other arts organizations are doing when it comes to programming,
pricing, or other activities. For example, finding out the names other organi-
zations use for their various donor levels can be a helpful if you were consid-
ering new titles for your own giving levels.

Of course, the number of sources for information on the Internet is over-
whelming. The words “arts organization trends” typed into an online search
engine may return hundreds of thousands of potential links. Obviously, nar-
rowing the Internet search is required, but narrowing it to what? Focusing on
your discipline area as well as seeking information from organizations that
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specialize in research can help narrow your sources to a more manageable
level. Wasting an inordinate amount of time doing online research can actually
undermine the effectiveness of a manager. The research is not an end in itself.

Fortunately, an arts manager's Web research options have improved in recent
years. For example, many arts managers review Web sites such as ArtsJournal.
com on a daily basis for the latest worldwide arts news and ideas. In addition
to dozens of links to stories in the media or even a YouTube video clip, the
site contains Web logs or blogs on dozens of subjects (www.artsjournal.com).
The Arts Management Network, a monthly newsletter service, also offers readers
a worldwide perspective on arts and culture topics and publications (www.
artsmanagement.net). The Americans for the Arts Web site is also an excellent
resource for research (www.artsusa.org/NAPD/modules/resourceManager/
publicsearch.aspx).

Online research reports published by the NEA, Americans for the Arts, and
sources such as the Pew Charitable Trust and the RAND Corporation can be
of great assistance to a manager trying to stay informed about the possible
trends affecting the arts. Many of these reports are free and easily download-
able. In addition, major arts consulting firms publish online newsletters
with content of interest to an arts manager. For example, firms such as AEA
Consulting publish a quarterly newsletter called Platform, and AMS Research &
Planning regularly publishes an electronic magazine titled Insights.

“The Performing Arts in a New Era” by the RAND Corporation is one of many
reports that can be of assistance in the arts manger’s search for information.
The fact is no manager has the time to run their arts organization and keep up
on everything published about arts and cultural trends. However, by exploring
the RAND Web site (www.rand.org/research_areas/arts), the search for infor-
mation may be narrowed.

Collecting and sorting through all of these sources has also been made a little
easier through the Web technology known as news aggregators. An arts man-
ager can establish his own personalized news service by collecting informa-
tion from key sources through either a Web system like Google or Yahoo,
or the information can be gathered through application software such as
Internet Explorer, Safari, or Firefox. There are applications that can function
as “Podcatchers,” which enable the capture of podcasts from organizations.
There are other software applications available that will convert text to audio
recordings that the arts manager may listen to later.

ASSESSING ENVIRONMENTS

To effectively manage organizational change, the arts manager must identify
the environments that will have the most direct impact on his organization.
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It is also helpful if the manager recognizes his biases and preconceptions and
the readiness of the organization to change. Let’s review the key environments
that interact with arts organizations and explore some basic guidelines about
what constitutes significant input.

Economic

Arts organizations, as part of the economic system, experience the effects
of expansions and contractions in the local, regional, national, and world
economy. Some of the factors that may have an impact on an arts organi-
zation include the federal banking system (raising and lowering interest
rates), new tax increases or reductions, revisions in existing tax legislation
(which may promote or hinder gifts and donations), international exchange
rates (value of a currency such as the dollar), and inflation (general price
increases). This last factor can be the most destructive to an arts organiza-
tion. When the cost of doing business continues to escalate, the organization
faces tremendous pressure to increase revenue from either more sales by rais-
ing prices or securing more donations. Chapter 10, Economics and Financial
Management, reviews some basic principles of economics and explores the
unique economic dilemma that increasing costs and limits on productivity
impose on arts groups.

The Arts and the Economy

In 2007 Americans for the Arts published their latest national study about economic
impact of the arts. Research such as this has helped strengthen the case to be made
for the importance of the arts and has made the job of the arts manager easier. The
full document contains over 160 pages of details about the economic impact at all
levels in America. Below is a summary of the key findings.

Arts & Economic Prosperity III: The Economic Impact of Nonprofit Arts and Culture
Organizations and Their Audiences documents the key role played by the non-
profit arts and culture industry in strengthening our nation’s economy. This
study demonstrates that the nonprofit arts and culture industry is an eco-
nomic driver in communities — a growth industry that supports jobs, gener-
ates government revenue, and is the cornerstone of tourism.

Nationally, the nonprofit arts and culture industry generates $166.2 billion
in economic activity every year — $63.1 billion in spending by organizations
and an additional $103.1 billion in event-related spending by their audiences.
This is the most comprehensive study of the nonprofit arts and culture indus-
try ever conducted. It documents the economic impact of the nonprofit arts
and culture industry in 156 communities and regions (116 cities and coun-
ties, 35 multicounty regions, and 5 states), and represents all 50 states and
the District of Columbia.
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The $166.2 billion in total economic activity has a significant national impact,
generating the following:

5.7 million full-time equivalent jobs

$104.2 billion in household income

$7.9 billion in local government tax revenues
$9.1 billion in state government tax revenues
$12.6 billion in federal income tax revenues

Our Arts & Economic Prosperity studies continue to be among the most fre-
quently cited statistics used to demonstrate the impact of the nation’s non-
profit arts industry on the local, state, and national economy.

Source: Americans for the Arts Web site, Research and Information link found at
http://www.artsusa.org/. Used with permission.

The process of evaluating the economic environment is often subject to con-
tradictory reports by experts in the field. One expert may issue a news release
announcing that the recession is over, while another says it will continue for
six more months. If a manager is trying to plan a budget based on projec-
tions of income and expenses in uncertain economic times, the most practical
approach is to plan contingency budgets. In other words, the organization’s
budget would be subject to constant revision depending on whether the econ-
omy is growing, stable, or slowing down. Budgeting will be more comprehen-
sively reviewed in Chapter 9.

Other changes in the economic environment are more straightforward
and the impact may be more direct. For example, if you operate a destina-
tion arts event, such as an annual summer festival, fluctuations in the price
of gasoline could have a positive or negative impact on attendance in a
given year.

One of the enduring myths of the entertainment industry that can shape the
thinking of an arts manager is that when times are tough, people seek escape
by spending on entertainment. The facts indicate that when the economy goes
into what is called a recession (a sustained slowdown in the economy), people
in the middle income levels reduce what is called “discretionary spending.”
Meanwhile, people in the upper income levels do not radically change their
spending patterns, and people in the lower income levels curtail what little
spending they do on the arts.! Donation frequency seems to follow similar
patterns.

If a recession extends beyond a year, arts organizations will generally also see
a slowdown in ticket purchases and donations from upper-income patrons.
In more severe economic conditions, such as a depression, all spending and
donation activity will slow dramatically. Knowing this, arts organizations
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can plan for reduced revenues, plan to increase fundraising activity, or both.
Again, the key to working with the economic environment is to have alterna-
tive budgets ready to implement should conditions change.

The impact of such extraordinary circumstances as the 9/11 terrorist attacks
on the U.S. economy in general and arts organizations in particular, coupled
with a recession already in place in the early 2000s, had a substantial nega-
tive effect on arts organizations. New York City arts organizations felt the eco-
nomic impact first and hardest. The aftereffects of the attack on the World
Trade Center were felt in many different external environments beyond the
economy. Not only did people forego attending arts events in the period
immediately after the attacks, but the loss in tax revenue to the city of New
York reduced grant funding months later.?

Extraordinary events such as terrorist attacks or a devastating hurricane such
as Katrina in 2005 and the impact on the economy are beyond prediction.
However, such catastrophes demonstrate the need for every organization to
have a disaster plan should a significant event curtail operations or severely
reduce expected operating revenue.

Political and legal

Arts organizations in the United States are influenced a great deal by the
political and legal environment. The arts manager's approach to assessing
how best to gather information about the potential impact this environment
may have on their organization is driven in part by the cycle of governmental
activity. At the local level, the city or county government may meet weekly
and the state legislation may meet for all or part of the year. The federal
government is in session nearly year-round and the court systems are active
at all levels for much of the year. Thousands of new laws are enacted every
year and court case law is constantly under scrutiny in the normal course of
business.

What are the kinds of issues an arts manager is likely to face in assessing this
environment? Let's take the example of a local governmental decision that is
pending about advertising signage for a business. In this example, the issue
may be the allowable size of a sign promoting a business. After further inves-
tigation the arts manager may come to realize this pending change in the law
may mean the sign in front of his museum will need to be changed if this
ordinance passes. The impact might mean having to spend thousands of dol-
lars to redo the museum'’s signage. Obviously, the museum director would
want to make his concerns known to the city council. In effect, the museum
director would need to lobby to revise the ordinance or alter it in a such a
way that the law will not have a negative impact on the organization.
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Lobbying for the Arts

The active presentation of information about the impact of government legal
policy on arts organizations can be an important activity for an arts organiza-
tion. In this example, Americans for the Arts is sharing updates about visa
requests for foreign guest artists.

m 04-16-2007: The U.S. Citizenship and Immigration Services (USCIS)
has announced that it will change the visa processing rules to allow
employers and agents more time to file visa requests for foreign
guest artists. Extending the earliest filing date from 6 to 12 months
will provide relief for those petitioners who are prepared to file far
in advance of a performance. The arts community has asked for this
rule change as part of its overall advocacy efforts to reduce the total
processing times for O petitions (for individual foreign artists) and
P petitions (for groups of foreign artists, reciprocal exchange programs,
and culturally unique artists) filed by, or on behalf of, nonprofit arts-
related organizations.

Source: Americans for the Arts — http://www.artsusa.org/. Used with permission.

With the heightened visibility of the arts comes the added responsibility of
artists and arts organizations to advocate continually to protect the public
support gained over the last 40 years. There are specific restrictions govern-
ing the extent to which a not-for-profit organization may engage in lobby-
ing. However, that does not mean arts organizations are not able to influence
policy and legislation. For example, while advocacy is allowed, the IRS will
not grant federal tax-exempt status to an organization attempting to directly
influence legislation. Your arts organization may suggest in its newsletter that
readers should let their opinion be known about a specific issue that may be
of importance to the organization. On the other hand, it cannot put an article
in the newsletter telling its readers to vote yes or no on a specific issue that
may have an effect on the arts organization.

Up until the creation of the NEA in 1965, the arts were minimally involved
with the political system. One example of a time that the government and
the arts joined forces in the United States was during the 1930s when work
projects that employed actors, singers, dancers, painters, and others became
part of the U.S. economic recovery plan. There were a significant number of
successful projects accomplished through what was initially called the Works
Progress Administration (WPA). The work included everything from employ-
ing famous artists to paint murals in public buildings to writer’s projects.
Theater was also funded by the WPA; however, there were some challenges
when putting people to work ran into the politics of the times. For example,
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the Federal Theatre Project, part of the WPA from 1935 to 1939, was abruptly
shut down in a maelstrom of political controversy after only four short years.
The fear of Communist infiltration in theater groups sent the whole program
into budgetary limbo. The productions produced by the Theatre Project often
challenged the mainstream political environment at the time and ended up
losing its base of support in Congress.>

Other input sources for the political environment

The input from such sources as professional associations, consultants, board
members, and the media can also help shape how an organization will adjust
to changes in the political and legal environment. The board and staff of an
arts organization face scrutiny when they receive public funds to operate.
It is unlikely that the pressure will subside on arts groups to justify their needs
against the needs for the poor, the ill, and the homeless.

The recent trend to privatize some of the operations at the state and local gov-
ernment levels has affected many organizations. In addition, many states are
pursuing the politically attractive path of downsizing — or to use a business
term, “rightsizing” — state government payrolls. The theory is that more effi-
cient and cost-effective private sector firms can do such jobs as run prisons,
issue licenses, and so forth. The savings can then be passed along to the pub-
lic in the form of either no tax increases or lowered tax rates. The goal of low-
ering taxes while delivering the same services typically can only be met by
cutting funds for what are termed “nonessential” activities. The arts, unfortu-
nately, in some legislators minds may fall under this category of activity.

Arts managers who are active in the community and who have clearly made
the case for the place of the arts and culture in the quality of life of the region
can often counteract the effects of this trend. State arts councils, for example,
can be one of the first targets of the budget axe of the legislators. One rea-
son for this may be the perception this voting constituency will not generate
much vocal opposition. See the next section In the News for examples of the
impact of the political and legal environment.

In the News

Congress Demands More Form 990 Changes

Less than a month before the Internal Revenue Service (IRS) is to release a
new draft of Form 990, leaders of the Senate Finance Committee sent a letter
to the U.S. Treasury Secretary Henry Paulson detailing changes they'd like to
see to improve openness and transparency.

Source: The NonProfit Times, June 11, 2007. Used with permission.
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Arts Funding Released with Severe Cuts

By Mark Stryker

The good news for Michigan arts and culture groups is that on Friday Gov.
Jennifer Geanholm lifted the two-month moratorium on funding that threat-
ened to take $7.5 million out of their pockets.

The bad news is the Legislature followed through on a $3.6 million cut in
arts funding for this year. When the dust settles, arts groups will receive only
about $6.5 million of the $10 million they were promised from the state arts
council for 2007.

Source: Mark Stryker, Detroit Free Press, June 9, 2007. Used with permission.

Changes in the legal environment are carried out through a wide variety of
federal, state, and local enforcement agencies and the courts. For example,
the Occupational Safety and Health Administration (OSHA) and similar state
agencies issue regulations that have a direct impact on the operation of the
theater, dance, and opera production shops and museum preparatory facili-
ties in the United States. Employees have sometimes reported unsafe work
conditions and practices to these agencies as a way to force unresponsive arts
managers to make the workplace safer.

The impact of laws that affect the design of public spaces and the workplace by
mandating access for people with disabilities must also be taken into account.
Issues relating to smoking (including no smoking on stage in a production),
sexual harassment, medical insurance and retirement benefits, maternity
leave, and other needs and concerns have had an impact on arts organizations
over the last few decades. Although it is true that many arts organizations fall
below the minimum size required for compliance with federal regulations
(often 50 or more employees is a threshold), many state and local lawmak-
ers have expanded the scope of the legal requirements to cover smaller busi-
nesses and organizations. In most cases, changes in the legal environment
have a price tag attached, and the implementation of new laws translates into
expense items that appear in the operating budget of arts organizations.

More arts organizations are adopting an active rather than a reactive approach
to coping with changes in the political and legal environment. In fact, the
word “proactive” has replaced “active” and has become a part of the arts man-
agers’ vocabulary. For example, arts organizations extend personal invitations
to politicians to arts events. Trips to Washington, D.C., the state house, or city
hall for one-on-one discussions with the legislators, a governor, or a mayor
have become almost mandatory. In their regular communication with law-
makers, arts managers try to stress that the people who attend the arts are also
voters.
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Figure 4.2
Americans for the Arts advocacy Web page. Used with permission.

The Americans for the Arts has made the process of getting messages to leg-
islators about the concerns and interests of arts organizations and the pub-
lic relatively simple. The Web page screen shot in Figure 4.2 shows how the
Americans for the Arts have created a way to take action to tell a Senator or
Representative your thoughts on a particular issue. This Web page is accessed
from the Americans for the Arts homepage under “Policy & Advocacy.” The
option to send a template letter or to customize the content is available to the
public before the e-mail is sent. Further information options such as how to
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track legislation, view voting records, or to learn “Capitol Hill Basics” is avail-
able in the “Activist Toolkit” on the right side of the Web page.

Each spring Americans for the Arts also sponsors an annual Arts Advocacy
Day in Washington, D.C. The purpose of the day is

to bring together a broad cross section of America’s national cultural
and civic organizations. These groups will join hundreds of grassroots
advocates from across the country to underscore the importance of
developing strong public policies and appropriating increased public
funding for the arts.*

Cultural and social

The cultural and social environments represent a broad range of beliefs, atti-
tudes, and behaviors that combine to make up our society. Cultural anthro-
pologists study how groups of people interact with each other and create the
common set of shared activities that helps form a community. From the stud-
ies of the anthropologists, we can begin to develop a vocabulary to help frame
how the arts fit into this environment.

For the arts manager understanding the cultural and social environments of
their community, region, and state is important for several key reasons. One
important consideration an arts manager is always contemplating relates to
the kind of programming the organization presents and its impact on the
community. For example, the arts manager or a board of directors that allows
an organization to move too far from the core values and beliefs of their com-
munity risk losing support. Arts managers often face complex and contradic-
tory attitudes and beliefs in their community that can present opportunities
to bring a people together, rather than divide them. Later in this section, we
will look at the issue that has come to be known as the “Culture Wars” and its
impact on arts organizations.

Traditional social structures (family, schools, and religious affiliations),
though undergoing change, still play major roles in the transmission of social
values and beliefs. Despite media stories about change, there still seems to
be significant evidence that traditional structures are very much in place in
society.

Some of the changes that are affecting the cultural and social environment
include two-income households, single-parent households, changing atti-
tudes about gender roles and race, affordable health care, and leisure time.

Another major force in the socialization processes is the broadcast media.
Television and radio are still the major sources of information and entertain-
ment for millions of people worldwide. Unfortunately, the broadcast media
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in America, other than public television and radio, do not focus much atten-
tion on the fine arts. An interest in opera, the symphony, or the fine arts is
often the source of humor, if mentioned at all, in the TV shows watched by
millions every night. An appreciation for the arts is often depicted as the act
of a snob.

The arts manager must also recognize that alternative living arrangements have
created new definitions of “families” and have led to different arts consump-
tion patterns. In some cases, the high cost of housing has meant that many
young people have not moved out of their family homes and established their
own independent living arrangements. Single-parent families are also com-
mon today. In many communities, a greater number of people are living alone.
In other situations, the number of households with couples not married but
who are living together has increased. Career pursuits may also contribute to
fewer leisure hours for a large segment of the highly educated population. For
example, finding creative ways to reach these potential audiences with spe-
cial discount ticket plans or through the types of programs offered will mean
rethinking marketing and fundraising strategies for organizations.

Peer group influence is another social factor identified in research about poten-
tial audiences. A Ziff Marketing, Inc. survey undertaken for the Cleveland
Foundation in mid-1980s found a strong correlation between arts attendance,
education, and peer attendance. The survey found people will often try attend-
ing an arts event because a friend invites them. They may find they like the
experience of attending the arts and become a regular consumer of the arts
form they enjoy the most. Repeated surveys have confirmed that education and
peer groups continue to play a significant role in the attendance habits of the
public.

In contrast to these changing values and beliefs, much of the content of
the traditional and, of course, popular titles in the repertories of symphony
orchestras, theater, dance, and opera companies reflect gender roles or atti-
tudes that were much different than they are today. Increasingly, the domi-
nant culture is changing to reflect points of view that are more diverse.
Women, African-American, Hispanic, and Asian-American artists are seeking
to change cultural values to reflect a broader vision than that of the white
Eurocentric worldview.

Arts organizations are attempting to respond to changes in their communities.
For example, many arts organizations are proud of the programs they now do
in February for Black History Month. However, for many African-Americans
this special month of programming begs the question, “What about the other
eleven months of the year?”

Contemporary marketing techniques and advertising campaigns attempt
to segment the consumer with a degree of accuracy not possible in the past.
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Sophisticated metrics are employed to track consumer behavior within ever-
narrowing niches. However, arts organizations often do not possess the finan-
cial resources to purchase data about the specific market segments with the
education and income profiles that correlate to regular arts consumption.

Other art organizations, especially in larger metropolitan areas, regularly
sponsor events targeted to the under-30 crowd or other specific audience seg-
ments such as Gays, Lesbians, or Hispanics. Ultimately, arts organizations
have to address the issue of the changing values and beliefs of the potential
audiences in their community. Programming plays a big role in the organiza-
tion’s perceived relevance to its community.

It is also a fact that arts managers continue to grapple with the ongoing “cul-
ture wars” in some communities. In the early 1990s, James D. Hunter’s book,
Culture Wars: The Struggle to Define America, brought the debate into focus.
Then presidential candidate Pat Buchanan added his perspective at the 1992
Republican National Convention, where he spoke of “a religious war going
on in our country for the soul of America.””

The ebb and flow of the discussion about conservative or liberal views and values
and how these are reflected in the arts continues. The constant media attention
to Red States or Blue States hardly does justice to the complexity of this issue
of values at the local level. Robert Lipsyte’s opinion piece in the May 11, 2006,
USA Today article titled “What Do Opera, Wine and Golf have in Common?”
depicts one such skirmish. The substance of his story is that art forms like opera
or pastimes such as playing golf or enjoying a glass of wine tend to become
activities that separate us from each other as a society. The source of the arts-
related controversy in this case was parental concern of exposing grade school
children to the opera Faust. The opera was seen as unsuitable as a teaching tool
in an elementary school outside Denver, Colorado, because of what were seen
as themes of violence, Satanism, and suicide in the opera.

Of course, not all changes in the cultural and social environments may have
negative implications for an arts organization. The excerpt in this chap-
ter from Richard Florida’s The Rise of the Creative Class and The Flight of the
Creative Class speaks to complex mixes of economic, technological, and social
changes that may bode well for the arts.

Book Sources for Trends

The Creative Class

In 2002 Richard Florida’s book The Rise of the Creative Class: And How It's
Transforming Work, Leisure, Community and Everyday Life was received with
much initial interest and favorable press. Richard Florida is on the faculty of the
Rotman School of Management at the University of Toronto. His book, as its subtitle
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indicates, encompasses a wide range of topics. Professor Florida has done extensive
research into the complex interaction of the rise of the creative class and its effect
on America. Central to his premise is the recognition that creative activity isn't
limited to artists and that expanding our understanding of how adaptable we are
as a society is critical to our development as human. His book goes on to identify the
geography of the creative class and its impact on the communities that foster and
support its growth. That said, there are many critics of Florida's premise as the coun-
terpoint notes.

The New Class

The economic need for creativity has registered itself in the rise of a new class,
which T call the Creative Class. Some 38 million Americans, 30 percent of all
employed people, belong to this new class. I define the core of the Creative
Class to include people in science and engineering, architecture and design,
education, arts, music, and entertainment, whose economic function is to cre-
ate new ideas, new technology, and/or new creative content. Around the core,
the Creative Class also includes a broader group of creative professionals in busi-
ness and finance, law, health care, and related fields. These people engage in
complex problem solving that involves a great deal of independent judgment
and requires high levels of education or human capital. In addition, all mem-
bers of the Creative Class — whether they are artists or engineers, musicians
or computer scientists, writers, or entrepreneurs — share a common ethos that
values creativity, individuality, difference, and merit. For the members of the
Creative Class, every aspect and every manifestation of creativity — technologi-
cal, cultural and economic — is interlinked and inseparable.

Source: Richard Florida, The Rise of the Creative Class (New York: Basic Books, 2002),
p- 8. Used with permission,

Counterpoint

There also have been critics of Florida’s premise. For example, Harvard econ-
omist Edward Glaeser offered a generally favorable, but qualified, review of
The Rise of the Creative Class in a journal article in “Regional Science and Urban
Economics 35” in 2005. Glaesar notes:

Florida makes the reasonable argument that as cities hinge on creative people,
they need to attract creative people. So far, so good. Then he argues that this
means attracting bohemian types who like funky, socially free areas with cool
downtowns and lots of density. Wait a minute. Where does that come from? I
know a lot of creative people. I've studied a lot of creative people. Most of them
like what most well-off people like — big suburban lots with easy commutes

by automobile and safe streets and good schools and low taxes. After all, there
is plenty of evidence linking low taxes, sprawl, and safety with growth. Plano,
Texas, was the most successful skilled city in the country in the 1990s (measured
by population growth) — it is not exactly a Bohemian paradise. (p 594).
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The Flight of the Creative Class

In 2005 Richard Florida published another book that looked at some of these
same issues from a global perspective. From the perspective of pondering
long-term trends his observations are well worth noting.

...the United States of America is now facing its greatest challenge since the
dawn of the Industrial Revolution. This challenge has little to do with business
costs and even less to do with manufacturing prowess. And, no, the main
competitive threats are not China or India. Our country — for generations
known around the world as a land of opportunity and innovation — may well
be on the verge of losing its creative competitive edge.

The core of this challenge is what I have come to see as the new global
competition for talent, a phenomenon that promises to radically reshape the
world in coming decades. ...Today, the terms of competition revolve around
a central axis: a nation’s ability to mobilize, attract, and retain human creative
talent.

Source: Richard Florida, The Flight of the Creative Class, (New York: HarperCollins,
2005), p. 3. Used with permission.

As society and communities become more diverse, audience tastes and pref-
erences will continue to change. Arts groups need to regularly reexamine
their mission and fundamental choices in titles and programming options to
ensure they stay in tune with the cultural and social environments. This does
not necessarily mean not doing specific works from the repertory. Rather, arts
organizations will need to assess the interpretation and adaptation of work to
relate universal themes to the changing perspectives of audiences.

Demographic

The arts manager must closely monitor the demographic environment, which
comprises the profile of the vital statistics of a society. Typical demographic
measures that influence an organization include gender, age, race, income
level, occupation, education, birth, and death rates, in and out migration,
and geographic distribution. This information has been made relatively easy
to access from the Census Bureau’s Web site at www.census.gov. Selecting the
menu item American FactFinder allows you to create your own reports by
state and community. Another quick overview of demographic data may be
found at www.zipskinny.com. Entering a zip code produces a profile with sev-
eral social and economic indicators that an arts manager may find useful.

The broader questions this research on demographics raises are clearly lon-
ger term. If, for example, the population growth statics are negative in the
community, the response an arts manager can take will probably have
little influence. If there are decreasing opportunities to support a family in a
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community due to a significant economic decline, no amount of effort by an
arts organization will solve the problem. Problem issues in the demographic
environment are often rooted in the economic, cultural, and social environ-
ment. These larger issues may take changes in the legal or economic environ-
ment to address the problems.

The more that is known about a community and the surrounding region, the
better the organization’s ongoing assessment process will be in addressing
community needs. For example, the baby boom generation will create a large
number of elderly in the first quarter of the twenty-first century. Together, the
boomers and the current elderly population account for a significant portion
of today’s arts consumers. Trying to anticipate the changing taste and atten-
dance patterns of aging boomers will be a high priority for arts managers over
the next 15 to 20 years. At the same time, attracting the next generation of arts
audiences will take center stage.

Population shifts by region will also be a critical issue for arts managers to
address. The Census data point to continued growth in the U.S. population.
However, the demographic profiles indicate that where people live is chang-
ing. Data released in June 2007 indicated cities in the south and west are
seeing significant growth while cities like Detroit, Cleveland, Buffalo, and
Pittsburgh are shrinking. The report indicated that “Nearly a century ago, in
1910, each of the 10 most populous cities was within roughly 500 miles of the
Canadian border. The 2006 estimates show that seven of the top 10 — and
three of the top five — are in states that border Mexico.”®

It is probably safe to assume that with an aging population health care costs
will continue to take up a greater portion of the Gross Domestic Product
(GDP). Age demographic trends are recognized by arts organizations as state
funding comes under increasing pressure to finance health care support. In
addition, artists and arts organizations have also had to face ever-increasing
medical insurance costs. The escalating cost to offer benefits continues to be
an issue for many arts organizations.

Demographic trends in the next 25 years also point to overall significant
growth and increased ethnic diversity in America. The trend data all seem to
point to the need for arts organizations to adapt to a more ethnically diverse
audience that spans a greater age range.

Research Tool

A 1996 NEA report offers an in-depth study of demographic trends and arts
participation (NEA Research Division Report #34, Age and Arts Participation with
a Focus on the Baby Boom Cohort). The findings of this report raise questions
about the attendance patterns of what is commonly called the baby boom
generation. At issue is the lower attendance percentage of this generation
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at performing arts events. Despite being highly educated, many of the baby
boomers seem to be seeking their entertainment from electronic and not live
events. This report is published by Seven Locks Press of Santa Ana, California,
and is worth adding to your management library.

Technological

As noted in Chapter 2, Arts Organizations and Arts Management, the inven-
tion and adaptation of film, radio, and television as a mass media enter-
tainment option had a profound effect on the arts around the world. In the
United States, the new technologies were quickly adopted for commercial
profit-making purposes. The displacement of live performers with film, for
example, put thousands of actors, dancers, singers, musicians, and technicians
out of work in the 1920s and 1930s. New entertainment jobs were created,
but many of the older performers in the larger metropolitan areas were per-
manently put out of work by the movie screen and the sound track. As the job
market adjusted to the new technology, the live performing arts have adapted
and grown since the end of World War II.

As we have seen, the arts boom was due in large part to the combination of
the birth rate, economic growth, and increased levels of education. Through
the 1960s and 1970s, arts centers and performing arts groups came into exis-
tence even though the number of television sets in households increased.
The movie industry expanded the number of screens as the multiplex became
the norm. Cable and satellite TV expanded the number of channel choices
to a staggering level. By the 1980s, the home videocassette recorder (VCR),
videodisc, and compact disc player created a new demand for program mate-
rial. Home computers further expanded the market for entertainment in the
1990s. The ability to use the home computer as an entertainment center con-
tinued to expand.

In the twenty-first century, the VCR has lost its dominance to the ever-expand-
ing DVD, DVR, and HD DVD and HD DVR formats, and the issues of control
and the illegal distribution of media is a major problem facing distributors.
Overall, the digital technology has provided more opportunities for viewers to
rent or purchase programs of opera, theater, and dance performances or to see
museum collections. Arts organizations have responded with more content in
these evolving technologies. The Internet and increasingly sophisticated Web
sites have further enhanced the opportunities for arts organizations to share
who they are and what they do with wider audiences.

One example of the technology affecting distribution may be found in the
music industry. The online access to thousands of classical music works has
helped keep the limited classical music industry alive. At the same time, the
costly economics of recording classical music is changing the dynamic of the
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industry. As the RAND study The Performing Arts in a New Era points out, the
recording industry is clearly dominated by for-profit businesses.” Classical
music recordings that often lose money, therefore, present a challenge to
most music businesses owned by larger corporations. The degree to which a
few classical “hit” recordings or artists subsidize the remainder of the music
line has not gone unnoticed by these companies. The music industry has
migrated toward online content delivery systems. The expanding capabilities
of the Internet may provide opportunities to extend the reach of the classical
musical niche if distribution, marketing, and packaging costs can be reduced.
The sales of CDs is declining at a rapid rate and the quest is to make online
delivery a profitable enterprise.

Some of the developments expected in the future offer further opportunities
for the arts. For example, high-definition television (HDTV) is making the
home entertainment center a reality for millions of consumers. Integrating
advanced computer systems with these entertainment centers may make pos-
sible home versions of virtual reality technology. Gaming software and inter-
active computer technology allow the individual to enter into an electronic
world that not only appears real to the viewer, but also allows direct interac-
tion in an environment. As the current technology keeps improving and the
cost of equipment continues to fall, the application of simulations and virtual
reality will continue to expand. The technology is moving us toward the point
where a person will be able to be part of a performance, rather than simply
viewing it.

Although we may take comfort in the thought that people will want to con-
tinue to gather with other people and witness live performances, as they have
done for thousands of years, we cannot assume that it will always be this way
(See Shakespeare in the Metaverse later in this chapter).

New technologies seem to present opportunities rather than just threats to
arts organizations. It remains to be seen, of course, how a product that is best
delivered and experienced live will fare in an entertainment industry driven
by a model that puts the choice of where and how to be entertained into the
hands of end users. In fact, the birth rate may have more to say about the
future than technological advancements. It is possible that there will be a
continued decline in live arts attendance as the aging baby boomers and the
digital generation stay home to be entertained by their own home theaters.

Educational

Studies show that education is one of the most significant factors in develop-
ing an arts consumer. Researcher Lynne Fitzhugh notes “The socio-economic
variable most often and most perfectly associated with cultural attendance is,
not surprisingly, education.”® Many surveys have found that more than half
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of the people attending arts events have college or graduate degrees. The NEA
2002 “Survey of Public Participation in the Arts” pointed out that while only
26% of the U.S. population had college or graduate degrees, 58% of the clas-
sical music audience met that profile.” When considering the often limited
focus given to arts education in the United States school systems, these atten-
dance numbers are even more startling. One can only guess how much greater
the attendance would be at cultural events if the arts were more consistently
integrated into the educational experience of children.

As many arts organizations have discovered, there is great long-term benefit
as a result of working in cooperation with local school systems. However,
because the schools typically have limited resources to pay for the services
of arts organizations, outside funding is required. Foundation and corpo-
rate grants to improve the quality of education provide opportunities for arts
groups to establish good community relations and to build future audiences.

The most effective methods for making the arts a significant part of the edu-
cational environment usually combine visits to the schools with planned les-
sons throughout the year. The old notion that arts experiences consisted of
transporting busloads of children to an auditorium to watch a show or listen
to a concert has gone by the wayside. Those occasional enrichment activities
typically offered a superficial connection to the arts, and, in many cases, only
acted to alienate or bore young audiences.

The arts at the university and college level also have developed into a thriving
sector in the last 50 years. In the 1970s and 1980s music, theater, dance, visual
arts, and media arts programs became well-established on campuses large and
small. Many artists found the relatively stable environment of higher educa-
tion an attractive alternative to freelancing. In many instances, artists found it
possible to continue to engage in their professional career while teaching or
to become “artists-in-residence” at better funded schools. Higher education
in the arts has evolved into a complex network of formalized training pro-
grams that produce — and some say over-produce — a steady supply of up
and coming artists in all disciplines. Specialized undergraduate and graduate
school programs continue to expand the scope of their course offerings and
experiences for students.

Changes in the arts curriculum, as in most areas in a university, come slowly.
Nevertheless, the process of constant institutional assessment has spurred the
examination of how to most effectively educate and train future artists. One
curricular trend that appears to be developing focuses on more interdisciplin-
ary or cross-disciplinary work. The core education in each arts discipline con-
tinues to evolve too. At the same time, the opportunity to explore how the
arts, technology, and human expression are connected seems to be an area
higher education is continuing to develop.
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Another by-product of the marriage of the arts and higher education is that
America’s universities and colleges have in effect become a patron of the arts
through their funding of academic programs and by sponsoring perform-
ing arts series or the creative research and work of faculty and staff. Public
performances and exhibitions have become an integral part of the arts pro-
gramming in the communities where a college or university is located.
(For an excellent example of campus arts and community initiatives go to the
Web site for Imagining America: Artists and Scholars in Public Life at www.
imaginingamerica.org.)

Many of the arts programs on campuses have also taken their role of develop-
ing future audiences as a serious charge. The attempt to interest students in
enrolling at a particular school often includes recruitment materials that note
the important part the arts will play in the quality of life on the campus.

As noted in Chapter 2, arts training programs have also encompassed arts
management as part of the curriculum. On many campuses, this may only be
one course offered in the subject area. The trend seems to be one that involves
offering arts administration courses mixed with classes in business and com-
munications. An article in the January 2007 issue of American Theatre'© maga-
zine offered an overview of graduate programs in arts or theater management
and included a dialog about the future needs and trends for arts leadership
with key managers and educators.

In the decades to come, education will also continue to be the focus of politi-
cal attention. Performance standards, outcome assessment, national testing,
accrediting, increasing budgetary pressures, home schooling, and parental
choice in selecting schools will continue to face the 16,000-plus primary and
secondary school districts across the United States. State government funding
trends in higher education continue to decrease as a percentage of total gov-
ernment spending. The costs to sustain colleges and universities are constantly
assessed relative to the benefit of a well-educated and trained workforce.

INFORMATION SOURCES

To effectively manage change and operate a continual self-evaluation sys-
tem an arts manager needs to identify the sources they will use for gather-
ing information. They should develop an ongoing process for evaluating the
opportunities and threats facing the organization. Let's examine the type of
information each source generates.

Audiences

Arts managers want to know as much as possible about the people who
expend the effort to go to a show or an exhibition or who give the organization
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their financial support in exchange for a ticket, subscription, or a member-
ship. The importance of volunteers and donors to help support the human
resource and financial deficits faced by organizations also cannot be under-
stated. Within the bounds of an ethical system of gathering data, an arts man-
ager would want to know (1) why this person made the purchase, (2) what
she liked about what was presented, (3) what she didn't like, and (4) what
other arts-related “products” this person would be interested in purchasing.
Members of the audience, patrons, donors, members — whatever the orga-
nization calls them — are tremendous resources usually receptive to ques-
tions about how they think and feel. For example, surveys asking about the
museum experience, questionnaires inserted in programs, or contact by
phone, online, or having discussion with small groups of randomly selected
arts consumers are viable techniques for gathering information. Some tech-
niques will be more effective than others, but regardless of the method, the
arts organization that is able to provide detailed profiles of the consumers of
its “products” will better predict how a planned change might affect the rela-
tionship that exists between the individual and the organization.

Does this data-gathering process imply pandering to the audience’s tastes?
Hardly. The primary purpose of asking people what they think about your
organization is to learn how to communicate better with them. Arts organiza-
tions forget that their audiences do not use the same vocabulary to describe
the product and the process of the arts. In the open system, the arts manager
should be designing the communication devices (brochures, letters, posters,
the Web site, and so on) to the outside world to reflect terms and concepts
that effectively translate the organization’s mission to the widest possible
audience. Ineffective communication only raises barriers between the organi-
zation and repeat customers or future customers. (Chapter 11, Marketing and
the Arts, and Chapter 12, Fundraising, will discuss this topic in more detail.)

In summary, establishing an ongoing communication process with your audi-
ences or members is essential to the long-term health of an organization.
The importance of knowing as much as possible about who is interested in
what you do and why cannot be stressed enough. Feedback from the con-
sumers of your arts service is a resource that will help shape the future of an
organization.

Other arts groups

A community with several arts groups can achieve a synergistic boost from
the combination of programs and activities. The term synergy is often used to
describe a situation where two or more organizations working together can
produce results greater than the sum of their individual efforts. The local arts
scene can flourish when different arts groups recognize that they can benefit
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from communicating and collaborating with each other about their season or
exhibition plans.

Strategic thinking and long-term planning should create a mutual under-
standing among arts groups that audiences are eager to participate in and
experience that which makes their community unique. Research seems to
indicate that a segment of the audience can be classified as users of different
art forms, while other segments are loyal to one form and seldom go to see
other events.!! One strategy arts organizations explore is working together as a
consortium. For example, many cities publish both print and online arts cal-
endars covering different programs in a given period of time by the local arts
groups and museums. These calendars give potential arts consumers an over-
view of all events happening in their area and can provide a type of one-stop
shopping place. These calendars are often linked to an online ticketing system
or to the Web site of the organization. Discount coupons and advertisements
are often used to highlight special events in an effort to draw in new custom-
ers. Flyers can be widely distributed through a Sunday newspaper or a mass
mailing. The net result of consortiums can be an enhanced awareness of the
overall arts scene in a community and cooperation among the arts groups.

In addition to cooperative publications and shared Web sites, different arts
groups can work together to present new programming combinations that
benefit both organizations. The symphony and the ballet or the ballet and the
opera can pool their resources on occasion to present larger scale productions
than either could mount individually.

If nothing else, a regularly scheduled meeting among the different presenting
groups in a community offers an opportunity to share ideas about trends in
the different art forms. A regular “community arts summit” meeting designed
to share information ultimately helps a manager better understand the total
scope of activity.

Board and staff members

The board of directors and the staff of an arts organization are a vital com-
ponent in the information-gathering process. One key part of this process
includes ongoing input via staff meetings, suggestion boxes, retreats, infor-
mal social gatherings, and formal planning sessions. When a board member
asks about presenting a particular type of program or a staff member suggests
a new procedure, the organization should have mechanisms for effectively
responding to the input.

Part of an arts manager’s job is to actively sort through this input and try to
adapt those suggestions and ideas that will more effectively support the mis-
sion and vision of the organization. The open system model depends on
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these suggestions and works from the assumption that there are always alter-
natives to current actions. An organization that does not listen to the input
from the board or the staff will probably become stagnant and dysfunctional
over time.

The media

The print and broadcast media and the Internet provide the arts manager with
up-to-the-minute information about many of the external environments that
have an impact on the organization. It is also possible to gain insight into
the general mood of the country or region from polling or surveys conducted
by the media. Granted, some of the published polling information can be
superficially communicated. However, more often than not, Web links to the
source material can provide a wealth of detailed information. Trade publica-
tions in the arts as well as national and regional news sources and selected
Web sites should be part of the arts manager’s regular reading list. Although
contradictory information is often generated by these sources, this is to be
expected in a diverse society.

Cultivating and sustaining a positive working relationship with the press and
the broadcast media can be an obvious long-term benefit to arts organiza-
tions. However, arts and nonprofit groups are often naive about the realities
of media coverage. Column space in the print media or airtime on TV is an
issue of money. For the print media, advertising sales space and news articles
are always in a complex struggle with each other. For the local commercial
television or radio station, ratings determine advertising revenue. Therefore,
coverage that will generate ratings is often the focus of attention. Getting a
feature story in the arts section of a newspaper or getting 30 seconds of air-
time at the end of the six o’clock news can be a struggle. The search for good
news in a community, which an arts organization could provide, often is the
best avenue to pursue with the local media.

Attaining a level of visibility is critical for an arts organization’s interactions
with these external environments. No matter how good and noble the pro-
grams or projects of an organization may be, it is hard to establish credibility
in the community without publicity.

One example of the ebb and flow of media coverage was the NEA struggle
described in Chapter 2, Arts Organizations and Arts Management. The media
focused on the obscenity issue rather than on the larger questions of govern-
ment support for the arts or artistic freedom because the struggle of Congress
with the NEA was simply more interesting than a national policy issue. The
net result was a great deal of publicity for the NEA, most of which, unfortu-
nately, cast it in a negative light. Very few stories mentioned the thousands
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of grants made each year and the millions of people who benefit from grants
and services of the NEA.

Arts organizations are in a very competitive situation when it comes to get-
ting the attention of the media. However, a carefully designed public rela-
tions program can keep the arts organization in the news and help create a
positive image. More discussion about the public relations function is seen in
Chapter 11.

Professional associations

Each of the arts has a professional service organization or trade association
that provides regular information about issues of importance to its constitu-
ency. Many of the organizations and associations publish newsletters or mag-
azines, and almost all hold annual conferences. The information-exchange
process among members often focuses on current operational problems or
topics related to new methods for raising money. For the arts managers the
benefit of belonging to these associations and attending these conferences
lies in expanding their knowledge of how other organizations are adapting to
external forces.

Consultants

Consultants are another source for information about methods of keep-
ing an organization functioning effectively. In theory, a consultant should
give the organization a needed outside and well-informed perspective. Of
course, arts managers should never assume that consultants are always right
any more than they would blindly trust any other source of information.
However, because arts consultants usually deal with several organizations
at one time and have a substantial list of clients, they can suggest new ideas
and approaches that would not necessarily occur to the internal management
staff. Consultants can also validate the staff’s ideas about how best to manage
change in the organization.

Other sources

Depending on the art form, other input sources may provide valuable infor-
mation to the manager of an open system. As noted, the U.S. government reg-
ularly publishes statistical data from the Census Bureau and the Commerce
Department that arts managers could apply to their analysis. The local or
regional Chamber of Commerce Web site or the Convention and Visitors
Bureau in a community are often very helpful sources of local economic and
demographic information. States have active tourism bureaus that crave infor-
mation about the kind of programming arts organizations routinely offer.
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Another source of information can be found among the various suppliers of
goods and services purchased by the organization. For example, the bank used
by the organization could be an excellent source of local economic informa-
tion. Printers or graphic arts firms could be a source of information about
new trends and techniques in advertising. After all, the arts organization is a
business in the community, and belonging to local groups that attract other
businesses could prove helpful when seeking direct information about the
economic health of the area.

THE IMPACT OF FUTURE TRENDS ON THE ARTS

Trying to anticipate how change will have an impact on an arts organization
is a difficult task. As we have seen from this brief overview of the major envi-
ronments affecting arts organizations, complex forces can interact to produce
unforeseen results. Seeking additional points of view and analysis is critical to
developing a better understanding of how to respond to change.

One of the more significant recent studies about trends in the arts in America
was commissioned by the Pew Charitable Trusts in 2001. The Performing Arts
in a New Era, published by the RAND Corporation, continues to be a source
of a great deal of discussion by policy makers, arts leaders, and students. This
publication offered a comprehensive overview and is required reading for
anyone trying to develop a better understanding of the forces affecting the arts
in America. The introduction of the report notes that:

Our research offers evidence of a fundamental shift in the structure

of live performing arts in the future. Specifically, we predict that the
number of organizations supplying live performances of theater, music,
opera, and dance will contract at the professional level and expand

at the community level. Organizations that produce live professional
performances face particular problems in many small and midsized
cities across the country and could become increasingly concentrated
in large metropolitan areas and important regional centers that

can support high-budget nonprofit organizations with top-echelon
performers and productions. For many Americans access to this level of
performance arts will depend on touring productions. At the same time,
Americans will have greater access to small, low-budget productions

of greater cultural and artistic diversity performed largely by amateur
artists (and professionals willing to perform for little or no pay) in their
own communities. Also, as is true today, Americans will increasingly
choose to experience the performing arts not through live performances
but through recordings and broadcast media, the quality of which will
continue to improve.12
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This report offers a less-than-bright future for organizations situated between the
large institutions and the small arts organization. High fixed costs and limited
earned and unearned income (e.g., fundraising and grants) potential seem to be
having the most negative effect on middle-sized arts organizations. Larger orga-
nizations have the income and gift earning power and a scale of operation that
help sustain them. Smaller organizations are not burdened with as many fixed
costs and are able to be more flexible in their operational decision making.

This study provides several recommendations for plans of action to meet the
current and future problems facing arts organizations. Equally important, the
report provides a forum for the kinds of policy discussions that seem to be
lacking in all levels of government.

Another publication that helped frame the impact of the arts in America is
The Gifts of the Muse, also published by RAND Corporation. This 2004 pub-
lication examines the extrinsic values (e.g., external factors such as the eco-
nomic impact of the arts) and the intrinsic value, or the personal impact of
the arts experience. This study helps balance the arguments for the impor-
tance of the arts in our society, which to the authors, seemed to have tilted
too far toward extrinsic values.

A more recent discussion about trends may be found in a report by Andrew
Taylor of the Bolz Center for Arts Administration at the University of
Wisconsin-Madison. His summary report of a Getty Leadership Institute and
National Arts Strategies conference on “Cultural Organizations and Changing
Leisure Trends,” held in May 2007, offers many intriguing perspectives from
a diverse group of participants.'® (For more information about the Getty
Institute and its programming go to www.getty.edu/leadership.)

Some of the highlights of the report, including the perception that we have less
leisure time, were not supported by personal time-diary studies. The studies
indicate the average American has five to six more hours per week for leisure
activities than in the 1960s. However, trends toward multi-tracking and multi-
tasking have become part of the American lifestyle. Teenagers, while leading the
multi-tasking way, are not alone by engaging in routine patterns of behavior
that often include instant messaging and answering e-mail while watching tele-
vision. The report notes the time we have to focus on a single task is made more
difficult by these behavior patterns of constantly switching attention. The time-
diary studies also pointed out that individual participation in conventional arts
activities on average comes to a little less than nine hours per year.

The summary report shifted to examining some of the challenges facing the
arts and culture world in what appears to be an increasingly fractured life-
style of its audiences. Taylor offered what he identified as “three clusters of
opportunity for cultural organizations in all sectors — nonprofit, public,
commercial, and informal.”14



The first cluster was the “culture as respite,”!> which would focus on respond-

ing to how the arts can help mediate the fractured lifestyles people lead
and stressing how this experience is different from daily life. The second
opportunity was described as “culture as a connector.”’® In this instance
the response would include recognizing “expression as a means to embrace
complexity,”!” and then attempt to “connect our individual experiences
to a wider range of individuals.”!® The third cluster would focus on bring-
ing a “connection between expression and daily life. In this world, art, sci-
ence, humanities, and heritage would be integral to work and leisure, not
unique and discernable endeavors.”!® The group gathered at this conference
then shifted to developing scenarios for these ideas with different types of
organizations.

For the arts manager steeped in the daily grind of running an organization,
pondering the larger issues of leisure time and expression may seem a little
abstract. However, it is precisely this kind of exercise in thinking that the often
overextended manager needs to build into her work schedule. It is important
to keep asking, “What is at the core of how people experience the program-
ming offered by arts and culture organizations, and how does the organiza-
tion’s mission and the vision really serve to engage the community?”

What do these reports offer arts managers pondering the future of their orga-
nizations? If nothing else, the fact that the topic is even discussed shows how
critical it is to step back from the daily grind and look around. Engaging the
staff and board in regular future focused discussions can help keep an orga-
nization vital and aware. As we will see in Chapter 8, providing effective
leadership for an arts organization involves a great deal more than events,
exhibitions, or seasons of shows.

SUMMARY

All organizations in an open system interact with changing environments that
shape the transformation and output of the product. The economic, political
and legal, cultural and social, demographic, technological, and educational
environments interact to form a complex set of conditions that influence how
well an organization will be able to meet its objectives. The evaluation of the
six environments is a function of information gathered from audiences, other
arts groups, board and staff members, the media, professional meetings and
associations, and consultants. Since environments are constantly changing,
managers must develop a process for continually evaluating input.

The economic environment is the most influential external force. General
conditions such as inflation, recession, interest rates, and the taxation system
determine the financial health of the operation.
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The impact of the political and legal environment on an arts organization
extends from the international scene to the local level. Cultivating positive
communication and stressing the important part the arts play in the lives of
voters can help build support from within the political arena.

The cultural and social environment is a combination of the values and
beliefs of the society, as communicated through the family, the educational
system, religion, and increasingly, the broadcast media. The changing family
profile, increased racial diversification, expanding career and work choices for
women, and gender role differences in American society are creating a differ-
ent profile of the potential audience member.

The distribution of the people in the United States is changing in terms of
age, sex, race, income level, education, ethnicity, and location. The baby
boom generation that fueled much of the growth in the arts is aging and is
not being replaced in equally large numbers. The population is growing in
numbers and diversity. The impact of these demographic changes will have a
profound effect on the arts well into the next century.

Technology, once a major threat to the live performing arts, is now helping
artists reach a wider audience than at any time in history. New technologies
have helped increase the distribution of the arts in the United States, and may
make the experience of the live performance available to consumers in their
homes.

The U.S. education system is undergoing tremendous pressure to increase its
effectiveness through accountability measures. Because education levels are
a strong predictor of later attendance at arts events, arts managers would do
well to become part of the education revolution by working to incorporate
the arts into the changing educational environment.

For additional topics relating to the adaptive arts organization, please go to
www.managementandthearts.com.

Questions

1. Do the six environments affect the various art forms in different ways? For example,
are theater groups more or less influenced by changes in these environments than
art museums? Explain.

2. This chapter focused on the influence of the environments on organizations. What
influence do these environments have on the individual artist?

3. What combination of demographic descriptors would you use to outline why you
and your family or friends are arts consumers?

4. What opportunities and threats will artists and arts organizations face over the next
five to ten years?
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DISCUSSION FOCUS — FUTURE TRENDS

The following article by Teresa Eyring, Executive Director
of the Theatre Communications Group (TCG), an organiza-
tion with the mission to strengthen, nurture and promote
the professional not-for-profit American theater, offers some
observations about the evolving nature of performance and
technology.

Shakespeare in the Metaverse
By Teresa Eyring

Ol for a Muse of Fire, that would ascend
The brightest heaven of invention;

A kingdom for a stage, princes to act

And monarchs to behold the swelling scene.

In Shakespeare’'s time, this prologue from Henry V sum-
moned the space where a sweeping tale could be recounted
for an enthusiastic audience. The performance might have
taken place at the Globe Theatre, “a wooden O” that it was
hoped could hold the “vasty fields of France” and “the very
casques that did affright the air at Agincourt.”

Today, the kingdom might be a community in Great Britain
or the southern United States — or it may be a virtual social
networking world such as “Second Life,” where princes and
monarchs are the virtual incarnations of individuals’ real-
world selves, also known as “avatars.” And the stage might

be the New Globe, a virtual 3-D representation of a theater
space (which in real life is a theater designed for Governor's
Island in New York). Yes, a theater scene is evolving in the
metaverse, albeit gradually.

In Second Life, which was launched by San Francisco-based
Linden Lab in 2003, “residents,” now numbering more than 6.8
million, can purchase islands, build homes, travel and interact
socially through their avatars. Recent estimates put its popula-
tion growth at 15 percent per month and the average resident
age at 32. Second Life describes itself as a 3-D virtual world
built and owned by residents, who can create their own digi-
tal items (art, clothing, tools, etc.) for sale or trade, retaining all
rights to their work. As much as $1.5 million is spent “in-world”
each day. The currency of the land is the Linden dollar, which
can be converted to U.S. dollars at online exchange booths.

Last summer, the virtual New Globe Theatre was the site
of the premiere of a play called From the Shadows, written
by SL resident Enjah Mysterio and instigated by an Internet
3-D company called Millions of Us. Bloggers were generally
positive about the experience, while acknowledging that the
real essence of the theater experience doesn't translate well
into the metaverse. Giff Constable of the software design firm
Electric Sheep Company commented in his blog: “Putting on
a play using Second Life is a bit like trying to crack a walnut
with a refrigerator. Emotions are really hard to convey.”




DISCUSSION FOCUS — (CONTINUED)

But this challenge has not stopped performing artists from
attempting to create a presence in an online world. The
Second Life ballet company performs regularly, with a piece
called Olmannen, an original three-act love story written,
choreographed, and narrated by Inarra Saarinen. In April,
Ohio-based Red (an orchestra) premiered the first-ever live
digital-simulcast of an American orchestra into the 3-D virtual
Web. The concert celebrated the opening of Case Western
Reserve University's virtual campus in what is known in SL as
OneCleveland. Red (an orchestra) used the event to explore
ways of introducing new audiences to classical music.

In discussions about theater in this century, the speed of
technological advancement is on everyone's mind, and its
attractiveness to younger generations offers up a challenge
for the future. Theater leaders and practitioners are attempt-
ing to articulate what our industry's relationship is and
should be to the rapidly developing interactive forms that
allow individuals to participate in international communities
that socialize, compete, create new stories, and solve prob-
lems together.

Even more populous than online social networking worlds
are MMORPGs, or Massively Multiplayer Online Role
Playing Games such as World of Warcraft, EverQuest, Ultima
Online, and RuneScape. They've also become economies of
their own, originally leading to the term Real Money Trading
(RMT), in which virtual items are traded for dollars or other
real-world currency. In April of this year, a new online alter-
nate reality game, World Without Oil, was launched, dub-
bing itself “a serious game for the public good.” It envisions
a world where oil supplies are completely depleted. The
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players imagine how they will navigate and function within
such a world, using blogs, videos and online chat to grap-
ple with ideas such as how to get groceries during an oil
shortage. Sounds like what we hope theater inspires in its
participants.

We know that theater is difficult if not impossible to trans-
late into other media forms with the same impact. There's
the irreplaceable nature of the connection between live actor
and live audience. Still, the ability to build community in a
virtual world around the creation of artistic work is becoming
more available. In the same way that a theater designer uses
a model to show how a play might unfold on the proposed
set, a virtual 3-D theater space can be used to connect art-
ists from all over the globe in creating and workshopping cer-
tain aspects of a production. Existing residents of that virtual
world can be invited to participate. Or a theater's own real-life
audience can be invited to create a personal avatar in order to
participate in the proceedings and give feedback or help with
the creative process. In a sense, this is an out-of-town tryout
in the metaverse before premiering in real life.

While hours at a computer producing theater in a virtual
world seems counter to the mystery and magic that live the-
ater represents, these technologies may provide great oppor-
tunities to test ideas and build awareness of what we do
across a broad audience. Who knows: If virtual worlds such
as Second Life become more heavily utilized by our members,
TCG may just have to set up offices in the metaverse.

Source: American Theatre, July/August 2007, p. 8. Used
with Permission.

Questions

1. The author noted the New Globe Theatre premiere of From the Shadows was
generally positive, “...while acknowledging that the real essence of the theatre
experience doesn'’t translate well into the metaverse.” Based on this observation,
do you think younger audiences share the same value of the essence of the live

theatrical event?

2. What do you think should be the relationship between “the rapidly developing
interactive forms” and the live performing arts? If you think it should be a closer




3.

relationship, explain how. Should theater leaders even be worrying about this
relationship?

What do you think might be some helpful ways to use the metaverse to develop
new work or new ways of interacting with potential audiences?
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CHAPTER 5

Planning and Decision Making

Decision makers need to factor into their present decisions the
“future that has already happened.”?
Peter Drucker

KEY WORDS

Planning Top-down and bottom-up plans
Goals Contingency and crisis plans
Objectives Mission statement
Short-, intermediate-, and Vision statement
long-range plans Values statement
Strategic plans SWOT analysis
Operational plans Decision-making
Single-use and standing-use plans Inventory of alternatives

As noted in Chapter 1, Management and the Arts, planning is one of the
primary functions of management. However, as the above quote also notes,
the decisions made in planning for an organization are often a product of
changes that have already taken place in the world. Thus, we have the inter-
esting challenge of planning for future changes by becoming acutely aware of
our current circumstances. For the arts manager this translates into develop-
ing a planning process that is both flexible and systematic.

In this chapter, we define planning and look at strategic and operational plan-
ning. We will also discuss the decision-making process, which is an important
tool you will need to assist you with the planning process.

Before we can delve into the topic of planning, we need to step back for a
moment and consider an important question: Why are we doing this concert, 121
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play, or exhibition? Are we trying to introduce our audiences to a new work or
artist? Are we trying to raise money for a cause? Are we trying to make a profit
or generate a surplus in our depleted operating budget? The planning we do
must be driven by the answer to this important “why.”

MISSION, VISION, AND VALUES STATEMENT

The “why” should be answered by the organization developing a carefully
crafted mission, vision, and values statement. Later in the chapter we will pro-
vide more detailed examples of these statements. Concisely, the mission is the
purpose the organization exists (e.g., to bring high quality new plays about
contemporary issues facing the world we live in). The vision is what the orga-
nization sees will be the outcome of pursuing this mission (e.g., we will gain
a better understanding of how we can work together to make our world and
community a better place to live). Finally, the values articulate what the orga-
nization holds most important in the process of pursuing its mission and vision
(e.g., we value the input of our creative team, staff, board members, and our
community in shaping our choice of the issues we focus on in the creation of
new plays).

Ultimately, the mission, vision, and values statement should inspire your
board, staff, and volunteers and be a call to action. The mission statement
should be able to stand alone and offer anyone who reads it a clear sense
of the reason your organizations exists. As you will see later in this chapter,
the mission statement should be concise enough that anyone associated with
your organization can communicate it when the occasion demands.

THE CONTEXT OF PLANNING

As we discovered in Chapter 4, The Adaptive Arts Organization, there are
complex forces at work in the various environments in which arts organiza-
tions must function. Artists and organizations have to adapt to the pressures
of the external environments that are an integral part of our society. For exam-
ple, a solo artist unencumbered by a board of directors and an administrative
staff may be able to achieve the goal of performing a new work through the
sheer force of her energy and drive. However, solo artists still face very prac-
tical issues related to the political and legal environments in the process of
trying to present their work. The board of a well-established orchestra, on the
other hand, may debate for months over the conductor’s desire to do a new
series of modern music concerts. In this case, the differing attitudes of the
members of the board and the management team enter into determining why
an organization selects a new direction.
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Relationship of planning to the arts

The creation and use of a planning process can be an excellent way to pro-
vide the overall framework needed to keep an organization and its board
headed in the same general direction. For plans to be effective, they should
be integrated into the daily operation of the organization. Does this ensure
that the organization will be a success? No. In fact, many founder-driven arts
organizations came to life and struggled to national prominence without any
planning documents. However, it is difficult today for an arts organization to
attain support from foundations, corporations, or government agencies with-
out a published mission statement and a strategic planning document.

The necessity of planning

Over the last 50 years, arts organizations and artists have had to deal with
ever-increasing accountability, especially when dealing with individual
donations or gifts, public money, corporate donations, and foundation sup-
port. It is typical for arts organizations to provide three- to five-year plans
in their funding applications. However, the need for arts organizations to
remain flexible and open to change is also important. Planning that locks an
arts organization into rigid thinking and action can be deadly to the whole
enterprise.

The management of any arts organization must assume that change is a given.
Opportunities and threats to the organization will constantly present them-
selves. Therefore, there is no choice other than to draw up plans detailing
how the organization will respond to change. The key is to develop a plan-
ning process and planning implementation system that fits with the scope
and scale of the organization.

The organization’s map and leadership

Most of us have had to read a map at some point in our lives. In effect, the
planning document for an organization is the map to help it get to its desired
destination. Although most of us have read maps, few of us create them. Arts
organizations need the skilled assistance of managers who are in essence
mapmakers. These maps are translated into a workable planning process for
the organization.

Ultimately, planning cannot ensure success. Without dynamic and articulate
leadership, an organization will probably be less likely to succeed. Board and
management leadership that is not trained in developing and implementing
plans must learn these skills if the organization is to remain healthy over the
long run.



m CHAPTER 5: Planning and Decision Making

Planning Proverb #1

“Planning is 80% thinking and 20% writing. Then 100% doing!”
Harold McAlindon, Management Magic

Planning terminology

Let’s begin our overview of planning by defining some of the basic terms used
in the process. First, planning is a process of stating what you want to do and
how you want to do it. Planning involves thinking about the future — even
if that is only tomorrow. It requires imagination, careful thought, and, most
important, time. This text uses the term plan to mean a statement of intended
means for accomplishing stated results. A plan should answer at least these six
questions:

Why?

. What?
When?
Where?
Who?
How?

SOl wheE

Here is an example of how one might use this six questions approach:

To fulfill our mission of bringing new music to the community, we have
set a goal of attracting more patrons to our events. To achieve that goal
we have set a specific objective for our marketing and sales staff to
expand our subscription audience by 7 percent for next year’s concert
series in New Hall. To meet this objective the marketing and sales staff
will increase its contact with corporate personnel departments and
offer group discounts. The methods they will use will include personal
contacts to the corporate personnel departments and a flyer and e-mail
to businesses promoting group sale discount plans.

As you can see, this simple plan answers all six questions: why — the organiza-
tion's mission to bring new music to the area; what — meet our goal and objective
to expand concert subscriptions by 7 percent through group sales; when —
for next season; where — New Hall; who — the marketing and sales staff; and
how — by making personal contacts and stepping up the group sales offer.

In this text, a goal is defined as a desired outcome and an objective is the specific
means to achieve the desired outcome. In our example, the goal is to attract more
patrons (a desired outcome), and the specific objective is to increase the sub-
scription audience by 7 percent next season by corporate group sales (specific
means). The result of this process should be goals that are feasible to achieve
and objectives that are realistic given the financial and human resources
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available. Clear, simple, direct language should be used to make it easy to
understand what is attempted and why.

Short-, intermediate-, and long-range plans

There are many different types of plans typically used by people and organi-
zations. When we refer to short-range plans, we mean one that is a year or
less. Intermediate-range plans are usually one to four years, and long-range
plans cover five or more years. Generally, long-range plans that exceed five
years are of limited value because there are too many unforeseen intervening
variables. However, that does not mean an arts organization shouldn’t plan
that far ahead. For example, raising funds for a major building project often
has five or more years associated with the entire process. As you will see in
Chapter 12, Fundraising, fundraisers may deal with gifts that will not come to
the organization until far in the future; therefore, their planning horizon may
extend well beyond 10 years.

Why planning is difficult

It is important to consider how people within the organization perceive
time as you start the planning process. Research on planning points out that
most people are comfortable with thinking three to six months ahead. Once
you get past one year, most people are only able to think in the most gen-
eral terms. Therefore, it is not advisable to develop overly detailed planning
objectives and documents that extend too far into the future. The age of an
organization also determines perceptions of time. When you first establish an
organization, four months can seem like a long time. However, if you are part
of a long-standing arts organization, three- to five-year plans might not be so
difficult to comprehend.

As noted, the perception of time has a profound impact on the planning
process. As human beings, we also have the ability to use our imagination to
project what we think our future might look like. If you are currently in col-
lege, you are very likely to have considered the age-old question of “What's
next?” If you are working in an arts organization you may have a moment
to look up from your desk and wonder “What important issues are shunted
aside to deal with urgent everyday demands?” Daniel Gilbert’s fascinating
book Stumbling on Happiness observes: “When people daydream about the
future, they tend to imagine themselves achieving and succeeding rather than
fumbling or failing.”? Organizations and the people who make plans operate
in much the same way. However, Gilbert observes, “Because most of us get so
much more practice imagining good than bad events, we tend to overestimate
the likelihood that good events will actually happen to us, which leads us to
be unrealistically optimistic about our futures.”?
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This same pattern of behavior is often carried out in a group setting when a
management team and a board sit down to create planning documents. In a
sense, the planning process is a product of how our brains are wired. Part of
that wiring includes our tendency to base future outcomes on past experience.
It is difficult work to engage in planning because there are many unspoken
assumptions about how we perceive the future of our organization. Getting
everyone to agree on a mission, vision, and values statement for an organiza-
tion can be a daunting experience.

Reading Gilbert’s book before starting a planning process might be an excel-
lent exercise for the staff and the board. It could prove a healthy exercise to
make everyone aware of the psychological processes at work when trying to
imagine a future for an organization.

At the root of much of the forward thinking we do in planning is a need to
feel in control. Keeping this in mind Gilbert notes, “one of the fundamental
needs with which human brains seem to be naturally endowed, and much of
our behavior from infancy onward is simply an expression of this penchant
for control.”*

We make plans for our lives and our organizations in a much more complex
psychological environment than we realize. With these complexities in mind,
let’s look at the process of planning, but let's remember mapmaking is much
more difficult than map reading.

Strategic and operational plans

For our purposes, a strategic plan is a set of comprehensive plans designed to
marshal all of the resources available to the arts organization for the purpose
of meeting defined goals and objectives derived from the mission, vision, and
value statements. Within this set of strategic plans, the organization could
have several specific strategies. For example, the strategic plan for the organi-
zation may be focused on growing the organization. Within the overall stra-
tegic growth plan, there could be a specific strategy to expand the number of
shows and performances in the season. In theory, this strategy should result
in the organization fulfilling its overall strategic plan of growth. The strategy
to add more shows and performances in turn drives other plans that effect the
operation of the organization.

One impact of the strategy to add more shows directly affects another impor-
tant component in the planning process: formulating operational plans.
Operational plans are usually limited to activities designed to support the
day-to-day operations of the organization. For example, adding more shows
has an impact on the production manager of a performing arts organization.
Their day-to-day plans would reflect the change in the schedule, which in
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turn is supporting the strategic plan to grow the organization. In addition,
areas such as marketing and public relations would need to design opera-
tional plans to help achieve that strategy. Therefore, your operational plan
identifies and develops the resources you need to support components of the
strategic plan.

Implied in the relationship between the strategic plan, the strategy, and the
operational plans is a process that involves all levels of the organization pro-
viding input and suggestions as plans are developed. Unfortunately, organiza-
tions do not always develop fully integrated planning processes and systems.
It is not unusual to hear war stories from staff working in arts organizations
about “after the fact planning.” In this example of expanding the season
schedule, the executive level leadership and the board may all agree it is a
wonderful idea and the organization should go forth with the growth plan.
However, no one actually brings the production manager or the marketing
and PR department in on the decision. The result is those who must imple-
ment the plan end up scrambling to try to make the strategy work without
the resources they need.

Single-use and standing-use plans

Single-use and standing-use plans are the most common in arts organizations.
Single-use plans “address unique events that do not recur.”> Examples of single-
use plans could include relocating the office of the organization, or purchas-
ing a building and converting it to a scenery or costume shop. Standing-use
plans are designed to “handle events that recur frequently.”® For example, an
opera company rents a performing arts center for its season of four produc-
tions. Plans are made for the scheduling of rehearsals, load-ins, and technical
rehearsals. The same basic schedule plan is carried out for each opera.

A budget can also be thought of as a standing-use plan. It is designed for the
purpose of clarifying the organization’s decisions about the distribution of
resources. A budget that allocates more money for costumes than for scenery
says something about the ideas driving the production. An exhibition may
allocate 80 percent of the budget for a full-color book and only 20 percent for
mounting the exhibition. A symphony may decide to focus on national tour-
ing and reduce its home schedule by 20 percent. These choices ideally repre-
sent a plan agreed to by all of the people involved in putting on the show or
concert or setting up the exhibition.

A production schedule for an arts organization might combine single- and
standing-use plans. We are all familiar with a schedule as a list of deadlines for
completing specific tasks designed to meet an overall objective. Most arts man-
agers work with either weekly or monthly calendar formats. For example, when
an opera company sits down to plan a season, it works from a standing-use
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plan: the season production schedule. However, if the company knows it will
perform Aida next season, it can create a single-use plan for accommodating
the animals for the triumphal march scene. The logistics related to this part
of the plan can be arranged far in advance. (Budgeting is discussed in more
depth in Chapter 9.)

Since a standing-use plan is designed to be used repeatedly, it can be help-
ful in dealing specifically with how the administrative offices will operate.
For example, the office operations plan would include such things as how the
phones are to be answered, messages taken, mail opened, filing systems man-
aged, and so forth. A ticket office should have a standing-use plan detailing
the day-to-day operational procedures for processing orders and accounting
for all revenue. Standing-use plans are also typically found in policy books,
employee handbooks, or posted rules.

On the surface, these two planning components may seem less weighty
than the grand strategic plans, but they are often critical for the success of
an organization. As we will see in Chapter 7, Human Resources and the Arts,
employees depend on well-designed, single-use and standing-use plans to do
their jobs.

DEVELOPING A PLANNING PROCESS FOR
THE ARTS

Let's now examine in more detail how to develop a planning process for an
arts organization. Most of us use a planning process of one sort or another
to get through the day: “After class or work I have to go to the bank, then
have dinner with Fred, and then head over to the library or the store this eve-
ning.” When people make the transition to a formal planning process they
can become bogged down in a level of detail that makes the idea of planning
daunting. Planning should be approached as a practical and enjoyable jour-
ney, not a set of abstract tasks.

The mission statement

As you see in Figure 5.1, the first step in the planning process is to create or
analyze your mission statement. A clear mission statement, which defines the
organization’s “purpose or reason to be,” is the source from which all plans
should spring. The basic elements of any mission statement typically includes
wording to help the reader understand what the organization does and why it
does what it does. For example, a theater company might be dedicated to pre-
senting new works, or a ballet company might be committed to performing
classical works. Groups of all sizes need a concise statement that communicates
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Figure 5.1
Strategic planning process.

to the world who they are and why they exist. However, when looking at the
mission statement of arts organizations you will usually find a great deal of
variety when it comes to length and clarity.

The following seven arts organization mission statements offer a sample of
the kind of variety to be found among arts organizations.
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1. Seattle Opera strives to produce musically extraordinary, theatrically
compelling operas, employing uniformly high-quality casts,
dramatically aware conductors, and innovative yet textually concerned
directors and designers. By continuing our emphasis on the work
of Richard Wagner and by achieving national and international
recognition for the quality of all of our performances, Seattle Opera
commits itself to advancing the cultural life of the Pacific Northwest.”

2. The Mission of The Actors Guild of Lexington is to produce quality live
professional theater that stimulates, engages, and entertains; elevates
the quality of life for citizens of the Bluegrass region of Kentucky; and
affirms the commonality of human experience through sustained
production excellence and educational outreach.” Vision Statement:
The Actors Guild of Lexington aspires to be the leader in the cultural
community of Central Kentucky by producing quality professional
theater that illuminates and examines the common humanity in all of
us. We affirm that theater can and should entertain, enlighten, stimulate,
inspire, provoke, question, elevate, transform, uplift, challenge, and
awaken. We believe that theater can and should generate meaningful
public discourse and be truly public: responsive to the evolution of
our community and accessible to a wide cross-section of our populace.
The Actors Guild of Lexington will share and celebrate stories from
across the spectrum of time and place while consistently reminding our
community of timeless themes and universal interconnectedness.®

3. Our Mission: The Guthrie Theater, founded in 1963, is an American
center for theater performance, production, education, and
professional training. By presenting both classical literature and new
work from diverse cultures, the Guthrie illuminates the common
humanity connecting Minnesota to the peoples of the world.’

4. The Red Mountain Chamber Orchestra exists to educate and give
pleasure to the public by performing a repertoire of classical music
composed especially for chamber orchestra, music not otherwise heard
in Birmingham. One of the few such orchestras in the Southeast, it was
founded to provide a musical outlet for skilled players, conductors, and
soloists in the community.'

5. The Museum of Fine Arts houses and preserves preeminent collections
and aspires to serve a wide variety of people through direct encounters
with works of art. The Museum aims for the highest standards of
quality in all its endeavors. It serves as a resource for both those who are
already familiar with art and those for whom art is a new experience.
Through exhibitions, programs, research, and publications, the Museum
documents and interprets its own collections. It provides information
and perspective on art through time and throughout the world.!
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6. The San Francisco Museum of Modern Art is a dynamic center for
modern and contemporary art. The Museum strives to engage and
inspire a diverse range of audiences by pursuing an innovative program
of exhibitions, education, publications, and collections activities.
International in scope, while reflecting the distinctive character of
our region, the Museum explores compelling expressions of visual
culture.!?

7. The central mission of the Chicago Symphony Orchestra Association
is to present classical music through the Chicago Symphony Orchestra
to Chicago and national, and international audiences. The mission is
supported by four mutually reinforcing elements:

m Artistic excellence: continued international preeminence in the field
of orchestral excellence

m Audience development: leading audience development initiatives

m Education: superior education and community programs

» Financial stability: fiscal responsibility for long-term stability'3

Mission analysis

The Seattle Opera mission sends a strong message about what it aspires to be
with the selection of words such as “extraordinary,” “compelling,” “high-quality
casts,” and “innovative.” There is also a clear commitment to the work of
Wagner and to serving the region of the Pacific Northwest. This seems a clear
statement of what the opera company intends. The phrase “textually con-
cerned” probably could be worded to be more reader friendly. It comes across
as what might be called “arts speak.” Arts speak in this case means using a
type of organizational jargon that does not necessarily communicate well to
the general public.

The Actors Guild of Lexington, Kentucky, is a multi-part mission statement sepa-
rated by semicolons. The first part clearly establishes the organizations purpose of
producing “quality live theater.” The remainder of the statement addresses goals
and methods they will use to fulfill the mission. It is not unusual to find arts
organizations that mix mission statements with outcomes or goals. However, it
can leave the reader to wonder just where the mission statement ends.

The statement of the Actors Guild’s goals are “elevating the quality of life,”
and affirming “the commonality of human experiences.” The statement ends
with two methods of fulfilling the goals: “sustained production excellence
and educational outreach.”

Of the seven examples of mission statements, this was the only organization
with a vision statement on its Web site. The vision statement includes a mix
of “We believe” statements along with a list of what the company also values
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about the impact it wants to have by doing live theater. This vision statement
offers ways it can measure and assess its effectiveness as an organization. The
statement also clearly indicates the theater “aspires to be a leader in the cul-
tural community.”

The Guthrie Theater mission statement begins by interrupting the flow of the
first sentence with the insertion of its founding date. To the casual reader this
may be a point of interest, but it delays getting to the point. However, in this
statement the point of the first sentence seems to be the organization describ-
ing itself as “an American center for theater performance, production, educa-
tion, and professional training.” The list of items seems to focus on what it
does rather than stating its purpose as a theater company. The next sentence
seems more focused on the organization’s purpose: illuminating “the com-
mon humanity connecting Minnesota to the peoples of the world.” The word
order to the sentence again delays getting to the point. The statement starts by
describing how the mission will be accomplished which will be by “present-
ing both classical literature and new works from diverse cultures.”

The Red Mountain Chamber Orchestra Web site does not actually indicate
that this statement is the organization’s mission. However, the first two sen-
tences seem to be trying to offer a statement of purpose. The two key purposes
of the chamber orchestra are “to educate” and to “give pleasure to the public”
through its choice of music. The statement further clarifies its commitment to
“classical music composed especially for chamber orchestra.” It also lists as a
secondary mission or purpose to “provide a musical outlet for skilled players,
conductors, and soloists in the community.”

The Boston Museum of Fine Arts has a compact and direct mission statement.
The only thing preventing it from being 100 percent effective is its omission
of the word “Boston.” This museum mission statement could describe any
number of organizations anywhere in the world. The statement indicates the
MFA aspires to high standards and how it will go about achieving its mission
through becoming a resource for people.

The San Francisco Museum of Modern Art starts its mission statement by
saying what it does, not its purpose. The second sentence articulates what
it “strives” to do, what it does, and for whom. The sentence ends with what
seems to actually be the core purpose or mission of the SFMMA: “explore
compelling expressions of visual culture.” This final phrase is also an exam-
ple of arts speak. One wonders if readers will know how to define the term
“visual culture” as they scan the statement.

As you can see from this sampling, there are as many different ways to state
a mission as there are organizations. Some missions are composed of one
sentence, and others take a paragraph. A mission statement is your main tool
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for describing the organization to the world. Some of the mission statements
cited achieve that outcome, but others are less successful.

Perhaps the best advice about formulating a mission statement is to remem-
ber that this is an introduction of the organization to people who do not know what
it is and have no idea what it does. A mission statement is directed at audiences,
donors, funding sources, and other public agencies. For example, think about
how easy it would be to introduce yourself at a reception or public function
by saying, “I am with the Seattle Opera, and we strive to produce musically
extraordinary, theatrically compelling operas, employing uniformly high-
quality casts, dramatically aware conductors, and innovative yet textually con-
cerned directors and designers.” It is likely (assuming you can remember all
of this statement) the person you are talking to will stop listening after a few
words. Most staff members of arts organizations would probably shorten the
mission statement to “we produce musically extraordinary and theatrically
compelling operas.” Try this exercise with the some of the other mission state-
ments we examined, and you will see why staff often make up variations on
the published mission statement to actually communicate about their organi-
zation when meeting the public.

Reading these sample mission statements may lead you to question the admo-
nition that planning should be driven by the mission and vision, since some
well-known organizations publish mission statements that do not clearly pres-
ent the primary purpose of the organization or articulate its vision. Yet many
of these same organizations still do quite well. The real world of how arts orga-
nizations function and the textbook models for how to accomplish certain
activities — such as developing mission and vision statements and planning —
do not always match. Nevertheless, it is easier to plan and set priorities as an
arts manager if the mission and vision is clear and is widely communicated
inside and outside the arts organization. In fact, many arts organizations have
vision statements; they just do not publish them on their Web sites.

Vision statement and planning resources

There are many resources available for developing vision statements and engag-
ing in the planning process. The Alliance for NonProfit Management Web site
has a FAQ section on strategic planning that is of value to anyone getting started
with this process (www.allianceonline.org/). Another company in the non-
profit sector offering examples of planning tools is mystrategicplan.com.
The nonprofit planning process has been greatly facilitated by this Web site,
which allows for developing a strategic plan collaboratively. Alternatively,
simply doing a Web search for “Creating a Vision Statement,” will yield a large
number of links to explore. What is common to all these various resources is
the reinforcement of the idea that a vision statement is an important tool in



m CHAPTER 5: Planning and Decision Making

helping the organization describe successful future outcomes that will result
from accomplishing its goals and fulfilling its mission.

Situation analysis

The process of looking at oneself and frankly assessing one’s good points and
shortcomings is as difficult for an organization as it is for an individual. Arts
consultants thrive on bringing the outsider’s viewpoint into what too often
becomes a self-congratulatory process. Organizations, like people, have a hard
time seeing their flaws.

The first key step in the planning process typically involves undertaking of what
is often referred to as a SWOT analysis (strengths, weaknesses, opportunities,
and threats — see Figure 5.2). One creates a detailed inventory list of items
under each area to develop an overview of the organization in relationship
to factors that may help or hinder the organization realize its mission. To
be open and honest about the organization’s current status is critical, as is

Figure 5.2
Sample of SWOT analysis. SWOT Analysis — Internal & External Assessment —
Strengths, Weaknesses, Opportunities, Threats

( Internal Strengths ) (External Opportunities)

( ) e N

* Quality Programs * Expanding Population

¢ High Artistic Standards Base

e Location ¢ Untapped Donor Base

* Facilities e Educational Programming

¢ Excellent Audience with Local Schools
Services Systems ¢ Enhancing Community

¢ Loyal and Dedicated Staff Relations

* Motivated Board of * Assuming a National
Directors Profile

\_ Y, \. J

Internal Weaknesses) ( External Threats )

e\ )

A ( A
Insufficient Marketing
Resources (personnel
and budget) * Aging Arts Audience
* Limited Donor Tracking ¢ Changing Entertainment
System Tastes
e Lack of Staff Expertise in ¢ Current Economic
Key Areas Downturn
» Staff Burnout
* Board Engagement with
Staff
\. J \. J
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recognizing that at times a strength can be a weakness and an opportunity
may also be a threat.

For example, an experimental theater company, with a mission of presenting
only new works, may have the strength of very talented writers and an out-
standing acting company. The company’s weakness may also be its newness.
It lacks experience working within the existing arts community in the area. It
may also have an opportunity in the newness of its work, and thus may be
able to capture more attention than one more production of Hello, Dolly! or A
Streetcar Named Desire. Lastly, it may face the threat of censorship in the com-
munity if the work is considered controversial.

How do all of these factors shape planning for our experimental theater com-
pany? First, in doing a rigorous analysis of the situation the company may
discover that it might never thrive in this community and that relocation to
a more tolerant city would be advantageous. Alternatively, the company may
decide that the challenge of presenting new works in this community is worth
the effort, even if it never achieves widespread public and financial support. On
the other hand, based on its SWOT analysis, it could decide to change its artistic
mission and produce a season of more accessible works along with new plays.

As you can see, a planning process can be directed at creating goals, objec-
tives, and plans of action for the purpose of fulfilling a mission statement.
This may seem like an obvious starting point for planning, but I have spent
many hours in meetings where conflicting views of an organization’s mission
statement were never resolved. The planning went ahead, but conflicts always
arose when the process led to the stage of deciding what was most important
to the organization — what is the top priority? A weak or contradictory mis-
sion statement is a bit like an out-of-focus photograph. When people view
the picture, they often see different things. They reach conclusions and make
assumptions based on imprecise information. Actions are taken, and then
questions are raised: “How does this project or program serve our mission?”
Often it does not, but resources are allocated anyway.

Resource analysis

The next step of an organizational analysis, as shown in Figure 5.1, involves a
resource assessment. An important aspect of organizational self-analysis is to
evaluate the organization’s internal human, material, technological resources,
and operating systems. Questions such as the following must be answered:

1. Do we have the people with the skills we need to realize our plans?

2. Do we have the facilities, money, equipment, and other resources
needed to make our plans work?

3. Do we have the ability to monitor progress and make corrections as we
proceed?
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These questions raise critical issues facing an arts organization. Many plans
are never realized because the first question on this list cannot be answered
in the affirmative. You may want to expand your Web site as a marketing
and sales tool for your season, but if you do not have the staff you cannot
engage in this activity. You may wish to have your museum staff engaged in
more educational activities with the community, but not if the staff is already
strapped for time to accomplish their existing task list. Even if you have the
human resources available to support the plan, lack of space, equipment,
or budget support can thwart those trying to achieve the goals you have all
agreed need to be addressed. Lastly, plans that are made and then executed
need to be monitored and often adjusted as they unfold. Having the time and
energy it takes to keep your plans moving through to completion is also a
critical part of the planning process.

Formulating strategies

The next step in the planning process is to take the organizational analysis
and shape a strategic direction for the organization (see Figure 5.1). Strategy
defines the direction in which the whole organization intends to move. It implies
the priorities and it establishes the framework for the action to be taken to
achieve the goals outlined in the strategy. We have noted that the strategy
should relate to the environment in which the organization must function.
In Chapter 4, The Adaptive Arts Organization, six environments were out-
lined: economic, political and legal, cultural and social, demographic, tech-
nological, and educational. Depending on any number of conditions, one or
more of these environments could be stable, undergoing change, or even be
uncertain.

Strategic planning usually draws on one or more of the following approaches:
stability, growth, or retrenchment. It is also possible to use some combination
of all three of these strategies.

Stability strategy

The basic thinking behind this strategy is “We are doing pretty well with our
current operation, and there is no reason to make any big changes.” This does
not mean that the organization is doing nothing about meeting its stated
goals and objectives or improving its effectiveness. It simply implies there
is no reason to move off in new directions. Many arts organizations would
probably feel comfortable adopting this strategy because so much of an arts
organization’s programming is set into an annual pattern. The major arts
organizations in a community are often seen as institutions that are part of
the basic fabric of the area. People cannot imagine not having the museum,
the symphony, and so on.



Growth strategy

This approach makes sense when expanding operations into new markets or
if the organization is considering starting new programs. With this strategy, a
company may diversify its product line or actively seek a bigger share of the
market. Arts organizations may adopt growth as an overall strategy by doing
such things as increasing the numbers and types of events that it produces.
Another example of a growth strategy is to deliberately push for greater com-
munity involvement by adding a ballet school or an art school to the dance
company or museum. With growth comes increased costs and, one hopes,
increased income. Expanding without offsetting increases in revenue or staff
can create a level of organizational stress that reduces its effectiveness.

Retrenchment strategy

The third strategy describes a slowdown, cutback, or elimination of some por-
tion of the organization’s activity. Because this process is often viewed as retreat-
ing, many organizations will go to great lengths to describe it as something else.
For example, a music group might say “We are engaged in a planned phase-
out of our Tuesday night concert series.” In other words, the group is retrench-
ing and cutting back on its programming, probably to save money. Like the
early 1990s, the 2000s have been marked by a great deal of cutting back and
retrenching among many arts organizations. Retrenching can also be an effec-
tive strategy if the organization expanded beyond its resource capacity. Arts
organizations, like people, can over-commit themselves. Saying “no” can also
be an effective tool for keeping the organization stable.

Combination strategy

An organization might use all three of these strategies at any given time.
Again, the influence of the external environments we have talked about in
Chapter 4 will determine to what degree various strategies must be adopted.
If the community is experiencing an economic slump combined with an
uncertain political environment, the organization might need to retrench in
some areas and expand in others.

STRATEGY SUMMARY

To formulate an overall strategy, an honest appraisal of the organization’s
mission statement and the organization’s strengths, weaknesses, threats, and
opportunities must be made. Here again, the services of an outside consul-
tant can help the board of directors and staff to keep a sense of perspective
about what the organization will really be able to accomplish through its stra-
tegic plan.

Strategy Summary
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GOALS, OBJECTIVES, ACTION PLANS, AND
EVALUATION

The final phase of the planning process results in developing goals, objectives,
action plans, and evaluation systems. The goals are shaped by the choice of
strategy, and the objectives address fulfilling the goals with specific methods.
The action plans develop concrete steps in the allocation of human, finan-
cial, and equipment resources to meet the objective. Lastly, a measurement or
assessment process monitors how well the organization is achieving the goals
and objectives it has set for itself.

In Figure 5.1, the example of a growth strategy goal of expanding the audi-
ence base is outlined. One objective is to add a series of concerts to the sea-
son. Some of the specific action plans required to achieve the objective and
fulfill the goal include changing the performance schedule, establishing
a budget to support the new series, hiring more staff to run the series, and
devoting support for marketing the new series. Last, but not least, the exam-
ple notes methods that will be used to evaluate how the new series did. This
could include tracking sales, attendance, and developing demographic pro-
files of the audiences.

A more detailed depiction of this type of planning process is shown in Figure
5.3. In the sample planning document a dance company is seeking to expand
its audience base. From that overall goal, the more specific objective is stated
to increase the percentages of buyers and ticket revenue. From this objective
a series of more specific action plans are developed. There could be many
more action plans created for this objective. Figure 5.3 is intended to pro-
vide just a small sampling of the planning options the dance company could
explore.

Please feel free to use this sample form to organize your planning documents.
It really does not matter if you use a word processing, spreadsheet, or data-
base application to assemble and track your planning effort; the key is to
write it down.

Figure 5.4 demonstrates that within the overall strategic plan of an organiza-
tion there are many component parts. It is not unusual to find plans for mar-
keting, fundraising, programs, or facilities driven by the overall strategic plan.
The dynamic nature of planning, implementation, and assessment is difficult
to impart in a single diagram. As the diagram depicts, the flow of the process
leads back to analysis and assessment. To have an effectively managed planning
process it must be clear to the board, staff, artists, and potential supporters what
you are trying to achieve. In general, plans that are expressed through diagrams
are often easier for everyone to comprehend and implement.



( Sample Planning Document — The Moving Edge Dance Company )

(Our Mission: To entertain and engage our audiences and our community through the power of contemporary dance )

COur Vision: To be known internationally as a company that produces new works that extend the boundaries of dance )

( GOALS OBJECTIVES

) (

) ( acronpans ) (

( STATUS )

Increase the
number of season
ticket buyers by
5% and revenue by
8% by June 30

Develop a larger
audience base

Develop detailed h
marketing and PR plan
for next season by
August 1

. Create sales objectives for
each series

* Assess effectiveness of
current ad campaigns j

e

Marketing & PR
Director

ASSIGNMENT )( BUDGET )
N 7

Marketing & PR budget

In progress —
draft to be
completed
by June 1

Complete research
analysis of last 5 years
of ticket sales by 6/30

. Identify optimal mix of
programming and
performance dates

Develop detailed revenue
\_ per seat for the season )

/
~N

Marketing & PR
Director and Business
Manager

\ /

\
e

No direct costs
anticipated

\ /

{Not started}

e

Develop new ticket flex-
plan series by July 30

4 A

Marketing & PR
Director, Ticket Sales

4 )

Marketing & PR budget-

° Research ticket buyer Staff, Focus Group $2000 for refreshments
preferences from database s
. Meet with focus group to Director and focus group leader
discuss likes and dislikes
of flex-plans
\ O\ /L /

Focus group
scheduled
for June 15

Figure 5.3
Sample planning document.
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( Operational Plans and Strategic Plan

There is a dynamic interaction between the overall strategic plan and
operational plans in specific areas of the organization.

e

Overall Strategic Plan

* Mission, Vision & Situational Analysis — Purpose, direction and
internal & external factors influencing the organization

» Strategies — Stability, growth, retrenchment or combination of each
* Goals — Desired outcomes
* Objectives — Means to achieve goals (measurable & deadline-driven)
e Action Plans — Detail breakdown for each objective (what, who, etc.)
* Evaluation System — Assessment of impact

7

OPERATIONAL PLANS

4 N
Programming Plans

Example
Goal: To diversify our offerings
Objective: Add family series of five concerts by next season
Action Plan: New season schedule and coordinate with marketing &
fundraising
Evaluate: Track attendance at concerts

J/

( N

Marketing Plans

Example

Goal: Maximize sales & attendance
Objective: Develop marketing approach targeted to families
Action Plan: Survey potential target market to assess interest in
family series
Evaluate: Monitor audience with satisfaction survey

( )

Fundraising Plans
Example
Goal: Identify & cultivate new donors
Objective: Target donors interested in family concert series
Action Plan: Contact business, foundation, & private donors
Evaluate: Query donors on satisfaction with new series

\_ J

Figure 5.4
Operational plans related to strategic plans.



Goals, Objectives, Action Plans, and Evaluation

Other planning approaches

The business world is filled with different approaches or combinations of
approaches to take when planning. Arts organizations are usually not as
bureaucratic in the planning process as businesses or governmental agencies.
However, care must be taken not to fall into the trap of spending more time
planning than actually doing the work that needs to be done.

Developing a formal business plan

One of the fundamental approaches used when starting up an enterprise is to
create a business plan. Chapter 2, “Arts Organizations and Arts Management”
provides an outline for a business plan that can be adapted to an arts organi-
zation. As you will see, engaging in creating mission statements, setting goals,
and developing objectives closely parallels the format we have discussed in
this chapter. Answering the questions of why, who you are, and how you are
going to accomplish what you say you are going to do is just as important
when writing a business plan.

Top-down and bottom-up planning

Top-down planning simply refers to a process where upper level management
sets the broad objectives, then middle- and lower level management work
out detailed plans within a limited structure. Bottom-up planning begins with
lower and middle management setting the objectives; upper management
responds with final planning documents that reflect the input. A mixture of
these approaches make sense for most organizations.!*

Top-down planning can fail if upper management does not consult with mid-
dle and lower management and labor when setting objectives. For example,
suppose the board and artistic director of an opera company plan to expand
the season of the company from 8 to 16 weeks. Before trying to implement
this plan, they should ask the people in the other levels of management (pro-
duction manager, marketing and fundraising directors) to evaluate the impact
of this change. Middle- and lower level management will be asked to pre-
pare reports showing the increased costs and increased revenue anticipated
as a result of this plan. Upper management will then have the information it
needs to assess the consequences of expanding the season. Modifications can
be made in the plan before final implementation. (Given the number of anec-
dotal stories by staff about never being consulted when sweeping changes are
made in their arts organizations, I surmise that an effective top-down plan-
ning process is only an ideal in many settings.)

Pure bottom-up planning is fairly rare because it is usually a very cumbersome
process. Too much staff time is spent meeting and reviewing every detail of
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the planning documents. More typically, the process might begin with upper
management requesting that middle and lower management draw up planning
documents for their areas or departments. Difficulties may arise when middle
and lower management are not well-informed about the overall organizational
financial resources, goals, and objectives. The fact is, if everyone in the organi-
zation does not understand the mission and the goals of the organization, this
bottom-up planning process may actually be counterproductive.

Contingency planning

As the name implies, contingency planning sets alternative courses of action
that depend on different conditions. Contingency planning is most effective
when trigger points are built into the process. For example, suppose that your
season subscription campaign began in March. You expected to have a 70 per-
cent renewal rate by July, but the box office reports only a 40 percent renewal
by July 15. You would now activate your contingency plan for another mail-
ing and a media blitz.

Crisis planning

Crisis planning is an offshoot of contingency planning. Plans for dealing with
a crisis do have a place in arts organizations. This is especially true when the
organization must deal with the media, supporters, subscribers, or the general
public. For example, an arts organization should have a plan ready to activate
in the event of the death of a key person like a founder-director. It is also a
good idea to plan for crisis if an organization decides to tackle a controversial
project or programming choice. Arts organizations all too often go through
months and years of chaos because no one took the time to map out a plan
before a crisis struck. In fact, lacking a crisis plan can ironically lead to operat-
ing the organization by crisis planning. In fact, some organizational leader-
ship is so inept at planning that the standard mode of operation is from one
crisis to another. This high stress operating environment usually burns out
staff quickly and leads to high personnel turnover.

FYI — Other Resources for Planning

A source for highly systematized information about planning may be found
in John M. Byron’s Strategic Planning for Public and Nonprofit Organizations, 3™
edition. Byron sets a benchmark for organizational planning. His approach
is particularly helpful because it recognizes the unique elements of the non-
profit organization in a planning process. He also articulates a useful per-
spective about strategic thinking and acting as it informs strategic planning.
Lastly, he provides concrete examples of successful and unsuccessful planning
practices.



LIMITS OF PLANNING

One of the by-products of the growth and development of the arts in the
1960s and 1970s has been the steady increase in organizations developing
strategic plans. The NEA helped foster the process of organized planning as
part of its funding mechanisms. In the 1980s and 1990s the word “vision-
ing” became a verb and was added to our planning vocabulary. To secure
funding arts organizations had to demonstrate that they had a vision and
a planning process in place for the funds they were requesting. Although
the level of resources allocated to arts planning never reached the intensity
that it did in the corporate world, many arts organizations generated thick
tomes of strategic plans that took considerable time and effort to assemble.
Unfortunately, many of these plans gathered dust on a shelf in an office
because they lacked an operational relevance to the organization. The system-
atic application of these plans often failed to materialize for the simple rea-
son that they were never fully integrated into the day-to-day operation of the
organization.

In Management for Productivity, John Schermerhorn cites seven general reasons
why organizational plans fail:!®

1. The upper management fails to build a formal planning process into
the general operating routine.

2. The people involved in planning are not very skilled in the planning
process.

3. The data used in making the plans are incorrect [or incomplete].

4. The resources needed are not made available to execute the
plans.

5. Circumstances change due to unforeseen events.

6. Staff members do not want to change, and they hold to plans that do
not work.

7. Staff members become bogged down in the details and fail to reach the
broader objective of the plan.

For many arts organizations a combination of these reasons may limit the
success of the planning process. For example, months might be spent devel-
oping detailed planning documents with the help of outside consultants,
only to have them become irrelevant because of a change in board or artistic
leadership. In many cases, the planning documents are too complex to imple-
ment given the limited staffing resources of the organization. Nello McDaniel
and George Thorn pointed out in Towards a New Arts Order that planning
often “places one more burden and distraction on an already overburdened

Limits of Planning
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organization.”'® Another writer in the field of management, Richard Farson,
points out in his book Management of the Absurd that “By and large, organiza-
tions are simply not good at changing themselves. They change more often as
a result of invasions from the outside or rebellion from the inside, less so as a
result of planning.”!”

Another point of view about planning was raised by Henry Mintzberg, a
respected management author, in his book The Rise and Fall of Strategic
Planning. It is Mintzberg’s opinion that the term “strategic planning” is an
oxymoron, and that strategy and planning are two different processes that do
not work well together. He states:

An organization can plan (consider its future) without engaging in
planning (formal procedure) even if it produces plans (explicit
intentions); alternately, an organization can engage in planning
(formalized procedure) yet not plan (consider its future).8

At the heart of Mintzberg’s challenge to some aspects of the strategic plan-
ning process is the assumption that one can predict the future. On the posi-
tive side, Mintzberg challenges many planning assumptions and offers good
suggestions to all managers on how to develop a realistic planning process
that will be more responsive to change.

When we sit down to “plan,” do we really know what unforeseen events will
occur and shape how an arts organization behaves? As noted earlier in the chap-
ter, we are not particularly psychologically well-equipped to create accurate
future scenarios. For example, would anyone have predicted the impact that an
arts manager’s decision to cancel Robert Mapplethorpe’s exhibit would have
on the arts in America? Canceling this exhibit of photographs in a gallery in
Washington, D.C., in 1990 nearly led to the demise of the NEA a few years later.
Politicians focused on what kind of work was receiving public funding and art-
ists rallied against censorship. One of the results of this chain of events was a sig-
nificant funding cut to the NEA in 1997 (see Figure 2.3). In fact, at one time in
1996, the House and Senate were considering motions to shut the NEA down.

Sample Decision Making and Planning Process

Let’s assume that you manage a small professional chamber music group. You
have decided that your mission is “To broaden the appreciation and under-
standing of chamber music in the tri-state area” and your overall goal is “To
present quality concerts that will reach geographically diverse audiences.” To
fulfill your mission and realize your goal you are going to have to develop
strategic growth plans to carry out specific activities. Let's walk through the
process.



1. Define your objectives.
This key first step defines what you want to achieve. For example, “I
want to have 40 bookings for my touring concert group by
November 1, two weeks before we start our seven-month season.” You
must be specific in this first step. Specifying a quantitative achievement
by a fixed date is one way to define your objectives.

2. Assess the current situation in relation to your objectives.
You must clearly assess where you are and just how far you have to
go. “I have 15 bookings, and it is September 1. I still have 25 to go in
two months. It took me 4 months to book the first 15. I'd better be
more aggressive in seeking out bookings, or I'll never make my
target.”

3. Formulate your options regarding future outcomes.
Now you must design specific options to choose from to reach your
objective. “I will need three to four bookings per week over the next
eight weeks. I can only devote two more hours per day to this project
after I adjust my schedule. I could hire someone to help me, but I'll
have to pay him or her. I could lower my target figure to 30 bookings,
but our booking income will go down and we will not meet our
revenue budget. I could extend the deadline to January 30 in the hope
of reaching my original target figure.”

4. Identify and choose among the options.
After creating and reviewing your options, you must select the option
you assess as the most effective. For example, you might decide to hire
a temporary assistant to help you secure bookings. Your reason might
be driven by financial need or by the fact that your musicians have
other commitments and they need to know the final tour schedule by
November 1st.

5. Implement your decision and evaluate the outcome.
If this plan is to work, it will be critical for you to set up short-term
measuring points to mark how well you are doing. You may find
that you need to implement other options if the outcome still seems
questionable. You may establish a weekly review of the bookings totals
and further adjust the plans as needed.

These five steps may seem simple and straightforward, but more often than
not, people and organizations fail to even make a detailed plan. It takes work
and self-discipline to keep on top of this process. One of the most important
skills you can develop as a manager is to master the planning process and
effectively put it to use.

Limits of Planning a
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DECISION MAKING IN PLANNING

For any planning process to succeed, the organization must have a well-
defined decision-making process in place. A good arts manager (or any man-
ager, for that matter) identifies problems to be solved, makes decisions about
appropriate solutions, and uses organizational resources to implement the
solutions. Our discussion of planning was based on the assumption that the
ability to make decisions was an integral part of the manager’s background.
Let's take a closer look at this key part of the entire planning process.

Choices, decisions, and problem solving

You make hundreds of decisions every day. For example, you make a choice to
wear a coat after (1) identifying a problem (it’s cold); (2) generating alterna-
tives (wear no coat, wear two sweaters, wear lightweight coat); and (3) evalu-
ating the alternatives (wear no coat and freeze, or two sweaters and look too
bulky). This process leads to solving a problem (keeping warm). Problem solv-
ing, then, is “the process of identifying a discrepancy between an actual and
desired state of affairs and then taking action to resolve this discrepancy.”*’

There are typically three styles of problem solving: problem avoiders, problem
solvers, and problem seekers.?° The first two styles need little explanation. The
third style describes the rare person who actively goes out and looks for prob-
lems to solve. At any given time, all of us have probably exhibited a little of
each of these styles. Give some thought to whether or not one of these styles
dominates your problem-solving approach.

When approaching problems, it is helpful to define whether you are dealing
with expected or unexpected problems. For example, you should expect that from
time to time an audience member will appear on Saturday night with a ticket
for Friday’s show. You should have a solution to this problem ready to be
activated when the situation arises. An unexpected problem might be smoke
pouring into the lobby from an overheated motor in the air circulation sys-
tem. In this case, you must quickly assess your alternatives without creating a
panic.

Steps in problem solving

The following example illustrates one way of proceeding through the prob-
lem-solving process:

1. Identify the problem
What is the actual situation? What is the desired situation? What is
causing the difference? For example, suppose that your interns are
always late and you obviously want them to be on time. You must
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first try to determine why they are late. Is it inadequate transportation,
inappropriate work schedules, an unsafe workplace, the workload and
expectations, or their supervisor?

2. Generate alternative solutions
This step is critical and often requires some imaginative thinking.
Continuing the example, your investigation of the situation should
allow you to gather as much information as possible to evaluate various
courses of action. For example, you may discover that the interns are
late because they do not like their supervisor. They feel the supervisor
is disorganized and sometimes verbally abusive. Further investigation
reveals that one of the interns also has an attitude problem. He has been
rallying others to stage a work slowdown by showing up late every day.

3. Evaluate alternatives and select a solution
You consider replacing the supervisor, the interns, or both. You also
assess the workload expectations and any other relevant information you
gathered about the situation. Your solution may be to dispense with the
assistance of the intern and reassign the supervisor. You may also enroll
the supervisor in a two-day workshop on human relations skills.

4. Implement the solution
After consulting others within the organization (there could be some
legal or interpersonal problems you had not foreseen), you implement
your solution.

5. Evaluate the results and make adjustments as needed
You monitor the new supervisor and interns on a regular basis,
conduct formal and informal talks with all concerned, and monitor the
former intern supervisor. (See Sample Decision Making and Planning
Process for another example of how to approach the process.)

Problem-solving techniques

If problem solving were as easy as these five steps imply, then managing
would be a much simpler task. In reality, problem solving is a difficult and
demanding part of the manager’s job.

Defining problems, making hasty decisions, and
accepting risk

One of the many difficulties in problem solving is accurately defining the prob-
lem. People often incorrectly identify the symptom as the cause of the problem.
For example, the lateness of the interns was the symptom for which causes were
later identified. In the planning process, you may create many extra difficulties if
you formulate objectives based on incorrectly identified problems. For example,
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a drop in subscription sales is a warning symptom of a whole host of possible
problems. The ultimate cause may be show titles, prices, schedule, or even sales
staff, among other things. (See Calibrating Success)

Another difficulty in problem solving is jumping to a solution too quickly.
The first solution is not always the best solution. This is where trying out
ideas on others can be helpful. A group brainstorming session may give you
the added dimension you need to solve the problem.

Management texts frequently note that problem solving can take place in
environments that are uncertain and risky.?! The way you go about imple-
menting the five-step, problem-solving process depends a great deal on fac-
tors that you may have little control over. For example, if the intern supervisor
happened to be the spouse of the artistic director of the theater company,
there would be an added element of risk in your decision.

Analyzing alternatives

Probably the best approach to analyzing your alternatives is to write them
down. You can make an inventory of alternatives by simply listing all of the
alternatives you have and writing out the good and bad points of each
choice.?? By forcing yourself to write your choices down, you may see other
alternatives or ramifications of a decision.

Making a final choice

After you have written out all of the alternatives, you have reached the stage
of making a decision. After all is said and done, you need to ask yourself,
“Is a decision really necessary?” The intern may quit out of frustration, or the
supervisor may ask for a transfer to some other part of the operation before
you have finished gathering all of the evidence you need for a decision.

DECISION THEORY

In reality, the classic decision theory situation (clear problem, knowledge of
possible outcomes, and optimum alternative) seldom exists.?> Arts managers
more often find themselves operating in the realm of behavioral decision the-
ory. This theory assumes that “people only act in terms of what they perceive
about a given situation. Because such perceptions are frequently imperfect,
the behavioral decision maker acts with limited information.”?* According to
this theory, people reach decisions based on finding a solution they feel com-
fortable with given their limited knowledge about the outcome. For example,
when faced with the problem of the difficult intern, you may opt to dismiss
the intern and tolerate the obnoxious supervisor. You may assess the risk of
transferring the supervisor and in turn alienating the artistic director and find
that it is too high.



Calibrating Success

In Jim Collins’ monograph Good to Great and the Social Sectors, he raises the
important distinction in not-for-profit management about how success can be
mis-measured. Let’s assume you have what you feel is a solid plan and a good
decision-making process in place, how are you going to measure your success
as you move forward with your plan? To this end, Collins makes an excellent
point by using the example of how organizational inputs and outputs can be
inappropriately measured.

For example, one measure of a successful arts organization may be the
low cost it incurs in its fundraising. This is, in fact, a common measure

of organizational effectiveness. However, the purpose of the fundraising
activity is not really addressed with this measure. Let’s say a fundraising
program of a museum made it possible for 5,000 more schoolchildren to
visit an exhibit in a year. Achieving this objective of increasing school
attendance helped fulfill what might be a mission of “reaching people of
all ages through dynamic presentations of art across the ages.” Shouldn’t
that be the output that is the measure of success then? If the cost to
raise the funds to do this were 10% more than last year’'s budget, does
that mean the museum was less successful, efficient, or effective? In this
example you see that by focusing on the cost efficiency of fundraising,
the measure of success missed the very purpose of the organization.

CONCLUSION

Planning, as described in this chapter, is a series of logical steps that can lead
to creative solutions to problems. One of the manager’s most important func-
tions is to solve problems. An excellent way of solving problems is to ensure
that planning is integrated into all phases of an organization. For an arts man-
ager, the organization’s mission and vision statement is a fundamental element
in the planning process. The mission and vision statement is not some histori-
cal relic to be taken off the shelf once a year and dusted off for a board meeting.
Rather, it is a statement of the purpose and aspirations of the organization, and,
therefore, the force behind all decision making. The distribution of resources to
performance, production, marketing, fundraising, and administration should
be traceable back to the mission statement. When this link is broken, an organi-
zation finds itself in a struggle to make sense of why it is doing what it is doing.

Planning is a tool that any organization can put to good use. Michael Allison
and Jude Kaye's book Strategic Planning for Nonprofit Organizations makes an
excellent point about planning when they note:

Leadership guru Warren Bennis writes in his book, On Becoming a
Leader: “Managers are people who do things right, and leaders are

Conclusion a
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people who do the right things.” Strategic planning is both a leadership
tool and a management tool. As a leadership tool, a successful planning
process encourages the organization to look at the question: “Are we
doing the right thing? As a management tool, an effective planning
process focuses on whether the organization is “doing things right.”

Planning alone does not produce results; it is a means, not an end.
The plans have to be implemented to produce results. However, well-
developed plans increase the chances that the day-to-day activities of
the organization will lead to the desired results. Planning does this in
two ways: It helps the members of an organization bring into focus its
priorities, and it improves the process of people working together as
they pursue these priorities.2®

Later in this text, we will focus on planning as it relates to the areas of finance
(Chapter 9), marketing (Chapter 11), and fundraising (Chapter 12). All three
areas rely on and should come from the work done in the strategic planning
process.

SUMMARY

Planning is a primary function of management. For arts organizations, creat-
ing a mission, vision, and values statement that defines their reason to be,
their aspirations, and core values held is an important first step in the plan-
ning process. A plan is a statement of means to accomplish results. The entire
process of planning should clearly state the organization’s objectives and help
determine what should be done to achieve those objectives. Short-range plans
(under one year), intermediate-range plans (one to four years), and long-
range plans (five to ten years) are used to reach the stated objectives.

The overall master plan, which is typically called a strategic or long-range
plan, supports the mission and vision of the organization. Strategic plans
may stress stability, growth, retrenchment, or some combination of these. The
strategic planning process analyzes the organization’s mission, vision, reviews
external environments, and examines the organization’s strengths and weak-
nesses. Within the strategic plan, various operational plans are designed to
achieve specific objectives. Strategic plans imply priorities have been estab-
lished to focus on the most important action to take. Operational plans
include single- and standing-use plans.

There are five steps in formal planning: defining objectives, assessing the cur-
rent situation, formulating options, identifying and choosing options, and
implementing the decision and evaluating the outcome. Planning approaches
include top-down and bottom-up planning, contingency planning, and crisis
planning. Organizations can benefit by formulating plans in case a crisis occurs.



For the planning process to be effective, an organization must have a decision-
making system in place. Problem solving is the process of identifying a dis-
crepancy between an actual and a desired state of affairs and then acting to
resolve this discrepancy. There are five steps to the process: identifying the
problem, generating alternative solutions, evaluating the alternatives and
selecting a solution, implementing the solution, and evaluating the results.
You must assess the risks involved in your decision and carefully analyze
alternatives.

For additional topics relating to planning and the arts, please go to www.

managementandthearts.com.

Questions

1. Analyze the mission/vision/values statement of an arts organization you are familiar
with. Is it clear and to the point? What changes would you make to the mission/

vision statement to improve its clarity?

2. What would be a good strategy for an arts organization to adopt if the national
economy is in a recession and it is affecting the community?

3. Use the five steps of the formal planning process to plot out your own personal
short-range plans (for the next year) and intermediate-range plans (for the next two

to three years).

CASE STUDY — MISSION, VALUES, GOALS, AND VISION

Seacoast Repertory Theatre (SRT)

Seacoast Repertory Theatre, located in Portsmouth, New
Hampshire, was founded in 1988. It is a professional theater
(non-AEA) presenting a summer and fall season of musical
and plays. Thanks go to Artistic Director John McCluggae for
agreeing to share this document and to Jim Volz for suggest-
ing this as a case study.

In 2005 SRT reported total revenues of $1,332,913 and total
expenses of $1,340,638. Their 2005 990 tax report indicates
the total revenue from contributions, gifts, grants, and indirect
public support was $245,251. The information below was pro-
vided by Mr. McCluggae in July of 2007.

To check for updates on Seacoast Repertory Theatre, please
link to the organization's Web site: www.seacoastrep.
org/about.

Here's the Rep’s Mission Statement. It's what we do and just
as important, why we do it!

Mission

Seacoast Repertory Theatre will reflect and enhance our com-
munity through the shared experience of live theater. Our
productions and outreach programs will be inclusive and
accessible and will empower and inspire the imaginations of
both audience and artist.

“reflect and enhance our community” We want to be active
listeners to our stakeholders; we seek to become a part of the
social/artistic fabric of the seacoast and help it thrive.

“shared experience” Not only between actor and audience,
but audience and audience. Think of our space—no matter
where you sit, you see other audience members and their
reactions...our post show discussions are a direct result of
increasing this sharing.

“live theater” Not PBS (though we think that's great too!) Our
theater needs to be for this audience at this moment, with
each and every performance. Live theater is ultimately like



life—it exists for a specific time, i.e. a given night, a given
show and then it is gone.

“inclusive and accessible” Our programming should have
variety and we will structure our policies to afford as many
people the opportunity to join us as a patron or participant.

“imaginations of both audience and artist” Creativity is the
thing human beings do best. And we want to be known as
a company that nurtures not only its patrons, but the people
who work there.

Vision

Seacoast Repertory Theatre is a community gathering place,
a resource where our community comes together to share
entertainment and stories; it is a place for reflection on life,
and a place for celebrating the essence and hope of human-
ity. Locally and regionally, people plan their summers around
our productions and travel to the Seacoast to experience our
work. In the winter our year-round subscribers engage in a
dialog around compelling and high quality work including
packed pre-show symposiums and post-show discussions.
The local community has ownership of the theater as a vital
component of its social fabric and the transient community
supports the theater for the dynamic, provocative and yet
entertaining element to their summers and weekends.

We create memorable moments for audience members and
build bridges between people by the shared experience of our
productions. We provide significant opportunities for youth in
our area to explore the power of theater and use that power
to improve their lives and prepare them to be successful,
contributing members of our community. We do this through
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presenting a season of plays and a program of theater educa-
tion which is entertaining, provocative and creative with the
highest artistic quality. Our investment in early career artists
results in established artists returning to the Rep to share
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them their start. Our Senior Moments program provides our
community’s seniors the artistic platform to create new work
of and about their generation.

We will expand our audience and donor pool and increase our
financial resources to ensure our service to our community for
many decades to come. We will hire exceptional, visionary,
and exciting artists. We will serve our local community and
continue to attract new audiences from surrounding areas
and offer visitors to the area an artistic destination worth
the trip.

Questions

1. What is your assessment of the organization mission
statement? Does it clearly state its purpose? Are there
changes or additions you feel would make the state-
ment more effective?
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ated in the five paragraphs starting with “reflect and
enhance our community”? What would be indicators
of success in these areas?
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4, Does the inclusion of a specific program title such as
“Senior Moments” add or detract from the scope of the
Vision?
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CHAPTER 6

Organizing and Organizational Design

The art of organization is not to create organizations but to multiply
our effectiveness.
Rob Reiner, Improving the Economy, Efficiency, and
Effectiveness of Not-for-Profits

Organization Organization by matrix
Organizing Vertical coordination
Organizational structure Chain of command, or the scalar
Mechanistic versus organic principle
organizations Span of control
Organizational chart Delegation
Division of work Centralization versus
Informal organizational structure decentralization
Agency form of management Horizontal coordination
Functional department management  Open system model of
Departmentalization organizational design
Organization by division Bureaucracy

In this chapter we take the next step in the management process: organizing.
To implement your plan you must have the organizational framework estab-
lished that will allow you to lead and control your arts organization. First,
we will discuss the benefit of organizing. Then we will review concepts of
applying the appropriate organizational design and structure to an arts orga-
nization. We will look at how organizations function through their informal
systems of getting goals achieved and work done. We will also review the con-
cepts of vertical and horizontal coordination in organizations. Lastly, we will 155



m CHAPTER 6: Organizing and Organizational Design

cover the concept of corporate culture and the part it plays in managing and
leading in the arts.

LIFE IN ORGANIZATIONS

Whether we like it not, we spend the greater part of our lives in organizations.
Our contact with organizations may start with a day care center, then move to
a series of educational institutions, then on to a place of work, and finally, we
may live out our retirement years in an elder care system.

Our ability to relate to the numerous complex organizations in our society
may determine how successful we are in achieving our personal goals and
objectives. The powerful myth of the individual going it alone in society is
offset by the reality that we need the support of people to achieve maximum
results. One person can make a difference, but many people working together
can create permanent change.

THE MANAGEMENT FUNCTION OF ORGANIZING

In the study of management, organizing usually follows planning as the sec-
ond basic function. If you are to implement effectively the strategic plans
formulated in Chapter 5, Planning and Decision Making, you need a way to
organize your resources to realize your goals and objectives. And, as the epi-
graph for this chapter points out, we need to stay focused on organizing to
produce effective organizations.

A good starting point is to return to our earlier definition of an organization
as “a collection of people in a division of labor working together to achieve a
common purpose.”! The term organizing was defined as “a process of dividing
work into manageable components and coordinating results to serve a spe-
cific purpose.”> We previously defined a manager as a person in an organi-
zation who is responsible for the work performance of one or more people,
and we defined management as a process of planning, organizing, leading, and
controlling.

Four benefits of organizing

No matter what project or production you undertake, four benefits can be
derived from organizing:>

1. Making clear who is supposed to do what

2. Establishing who is in charge of whom

3. Defining the appropriate channels of communication
4. Applying the resources to defined objectives
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It is part of the arts manager’s job as an organizer to decide how to divide the
workload into manageable tasks, assign people to get these tasks done, give
them the resources they need, and coordinate the entire effort to meet the
planning objectives.*

Organizing for the arts

The task of organizing to achieve results should always be the arts manag-
er’s objective. It is the underlying assumption of this text that an effective arts
manager is functioning in a collaborative and cooperative relationship with
the artist. People outside the arts sometimes erroneously assume that artists
and arts organizations, by their very nature, are less structured than other
organizations or that they function best by operating in a disorganized man-
ner. Nothing could be further from the truth.

Although there are different ways to approach the process of putting on an
exhibition or presenting a theater, dance, opera, or concert performance, each
art form shares an inherent organizational structure that best suits its function.

Each art form typically faces the pressure of being ready for an audience by a
specific date and time. For example, theater is rooted in developing a perfor-
mance based on many hours of text study, blocking and line rehearsals, tech-
nical and dress rehearsals, and eventually opening night. The organizational
support required to prepare, rehearse, design, produce, and find an audience
for the play need not be discovered each time a new show is put before the
public. There are standard ways of moving from auditions to opening night.
When the support system is in place and functioning correctly, it is almost
invisible. However, when something goes wrong with this system, it becomes
the hot topic of discussion.

As we will see in this chapter, there are various ways to go about organizing
any enterprise. It is not an issue of a right or wrong way. As previously noted,
organizational design and organizing should be aimed at achieving the
desired results. Before exploring the structural details of various arts organiza-
tions, let us look at the overall concept of the organization as an open system.

ORGANIZATIONAL DESIGN APPROACHES

Management theory approaches organizational design by using concepts such
as mechanistic versus organic organizations, the relationship to external envi-
ronments, and the degree of bureaucracy within an organization.> The mix-
ture of these concepts can be outlined in a model of an open system.

Figure 6.1 depicts how an organization transforms inputs to outputs. Within
the overall environment, a constant feedback loop exists back to the input
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Figure 6.1
Open systems model for
organizations.

Open System Model
Structural changes in an organization chart respond to
changes in the input and the output of an organization
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Example: Feedback from audience suggests that a tour program
would be popular in schools. New program added the next year
for school tours. Tour department adds staff next year.

stage. For example, if the output or product is an exhibition and the stated
mission is education, you will want to monitor the input from the people
using your “product” to see if you are fulfilling your mission. You would want
to design the organization so that it had the ability to respond to the input
from the public. This may translate into a department that gathers survey
data, tabulates the results, and publishes reports informing management of
how effectively the mission is being met.

Organic and mechanistic organizational design

Arts organizations tend to be found at the organic end of the continuum of
mechanistic versus organic organizational structure. The distinguishing fea-
tures of an organic organization are a less centralized structure, fewer detailed
rules and regulations, often ambiguous divisions of labor, wide spans of
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control or multiple job titles, and more informal and personal forms of coor-
dination. A mechanistic organization tends to have a great deal of centraliza-
tion, many rules, very precise divisions of labor, narrow spans of control, and
formal and impersonal coordination procedures.® Of course, organizations
vary in degree when it comes to classifying them on this continuum. Some
arts organizations may adopt aspects of a mechanistic organization.

The size and complexity of the operation usually dictate these attributes. For
example, the Metropolitan Opera is more likely to adopt aspects of a mecha-
nistic organization than a smaller organization like the Opera Theatre of St.
Louis. Why? The size and scale of the operation both play a role in determin-
ing the placement of an organization along this continuum. Figure 6.2 shows
the administrative structure of the Philadelphia Orchestra, which like the
Metropolitan Opera, has a complex and varied staff structure. There are over
75 designated staff titles plus the added organizational complexity of sharing
the human resources and technology departments with the Kimmel Center.

Bureaucracy

When an organization adopts a mechanistic organizational structure, we
often refer to it as a bureaucracy. Ideally, a bureaucratic organization has clear
lines of authority, well-trained staff assigned to their areas of specialization,
and a systematic application of rules and regulations in a fair and impersonal
manner.” This form of organization, originally found in governments admin-
istered by bureaus or civil servants, was created to overcome the excesses of
nepotistic hiring methods found so often in history.

Today, we tend not to associate bureaucracy with democratic principles.
Instead, we have very negative perceptions of bureaucracy. Anecdotes abound
regarding bureaucratic structures bringing out the worst in an organization.
We have all seen a rigid and unwieldy organization where, like a black hole
in space, things are sucked in and never seen again. Governmental agencies
are often cited as prime examples of bureaucracy at its most entrenched.
However, James Q. Wilson’s insightful book, Bureaucracy: What Government
Agencies Do and Why They Do It, argues that bureaucracies are not black boxes
into which input is impersonally converted to output, but rather changing
complex cultures.® Wilson also argues that the perceived mission of and the
people within the government bureaucracies are significant forces in shaping
interactions with the society at large.

Modern views of bureaucratic organizational structure suggest that it would
be best to adopt a contingency approach in organizational design in the arts.
In other words, the organization adopts only the amount of bureaucratic
structure necessary to accomplish its objectives. Does this mean that an arts
organization needs to have some bureaucratic structures? Yes, to some degree.
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Figure 6.2
Administrative staff titles
and organization for the
Philadelphia Orchestra.

Administrative Staff Titles & Organization

Symphony Orchestra *
(- ) ( )
EXECUTIVE LEADERSHIP HUMAN RESOURCES
*  Executive Director *  Human Resources and Benefits
e VP Marketing & PR Coordinator
e VP Development & Board Relations J
e VP for Artistic Planning Ve ~
e VP and Chief Financial Officer DEVELOPMENT
\_ J *  Director
s N\ ANNUAL GIVING
ARTISTIC PLANNING «  Director
. Artistic Administrator — Pops Series e Assistant Director
o Artistic Administrator e  Annual Fund Coordinator
\. Artistic Assistant ) e Development Coordinator and
Managerial Assist. Pops Series
(- ) CORPORATE & FOUNDATION
ORCHESTRA MANAGEMENT S e
+  Director, Orchestra Personnel and e Corporate Sponsorships
Production »  Foundations Officer
e  Orchestra Personnel Manager
«  Production Manager DEVELOPMENT SERVICES
e Assistant Personnel and Production ©  [Dlisiey . )
Manager e  Development Services Coordinator
\_ J *  Development Information Coordinator
r ~ * Development Information Assistant
PUBLIC RELATIONS ACADEMY OF MUSIC FUNDRAISING
»  Director, Public/Media Relations *  Director, Principal Gifts
e Public Relations Coordinator *  Academy Program Book Manager
J e Academy Ball Coordinator
/e ™\ MAJOR GIFTS AND PLANNED GIVING
EDUCATION & COMMUNITY * Director, Planned Giving
PARTNERSHIPS »  Director Major Gifts
e Director e  Campaign Manager
\° Assistant Director ) *  Major Gifts and Stewardship Manager
* Prospect Research and Reports
Coordinator
(MARKETING A ¢  Development Coordinator
. Director, Communications ad
Publications VOLUNTEER PROGRAMS
«  Director, Marketing ¢ Director, Volunteer Programs and
*  Publications Editor \_ _ Centennial Campaign Y,
¢  Design Manager
e  Group Sales Manager (.
) A INFORMATION TECHNOLOGY
e  Assistant Marketing Manager . Direct
e  Graphic Designer irector
«  Web Designer e  Systems Manager
. Marketing Coordinator ° Dat:labase Manager
«  Marketing Assistant y ¢  Assistant Database Manager
e Database Analyst
N\ \- Help Desk Technician )

Controller

Accounting Manager
Accountant/Payroll Mgr
Staff Accountant
Accounting Coordinator

(FINANCE
\

* SOURCE: The Philadelphia Orchestra
Association program, 2005, p. 73.




Organizational Structure and Charts

For example, an arts organization must establish ticket or admission refund,
crediting, and billing policies and procedures. It needs a consistent process
that handles most, if not all, transactions in the same manner. You cannot
operate a ticket office with every employee setting his or her own rules or pro-
cedures for routine tasks. The patron who comes to the ticket office to request
a refund or exchange should be given fast and efficient service. Staff members
should not have to consult one another on the proper procedure.

Another area in which arts organizations need a great deal of structure is the
payroll department. Employees may complain about the bureaucracy, but
because the payroll department must interface with local, state, and federal
agencies, there is no choice in the matter. Because of the complexity of local
and state payroll rules and IRS regulations, you cannot make it up as you go
along.

The idea of a flexible framework of policies, rules, and regulations makes a
great deal of sense for an arts organization when it comes to adopting bureau-
cratic structure. As we have just seen, different areas within the organization
need more rigid structure than others. The ticket office and payroll both need
a clearly defined framework with rules, regulations, and policies. However,
a resident scenic artist in a regional theater will not find a highly structured
framework very helpful if he has to fill out a purchase requisition every time a
can of paint is opened. Likewise, a curator at a museum should be expending
his creative effort on activities that will enhance the public’s enjoyment and
understanding of an exhibition rather than be mired in restrictive paper shuf-
fling within the organization.

Probably the most useful tool for an arts manager to use in managing the
degree of bureaucracy in the organization is testing; that is, go through the pro-
cedures that are in place step by step. The manager may discover policies, proce-
dures, or rules that are confusing, contradictory, or nonessential to the mission
of the organization.

ORGANIZATIONAL STRUCTURE AND CHARTS

Let's delve into a more detailed examination of how to go about structuring
an arts organization. When we talk about organizational structure, we are refer-
ring to the “formal system of working relationships among people and the
tasks they must do to meet the defined objectives.”® These relationships and
tasks are usually shown in an organizational chart, which is “an arrangement of
work positions in an organization.” !

In the business or arts world, rigid adherence to the organizational chart must
be tempered with a healthy dose of reality. It is important to establish the
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organizational chart to help clarify how reporting lines are set up and whom
to contact about getting something done. The organizational chart should
help, not hinder, operations. If an organization finds itself unable to accom-
plish its goals and objectives because the organizational structure frustrates
action, it is time to reexamine how it is organized.

A typical organizational chart should clearly show six key elements about the
organization: divisions of work, types of work, working relationships, depart-
ments or work groups, levels of management, and lines of communication.!!

Divisions of work

Each box (or whatever shape you prefer) in an organizational chart represents
a work area. Each area should designate an individual or group assigned to
complete the organization’s objectives. Figures 6.3, 6.4, 6.5, and 6.6, show
divisions of work in a hypothetical regional theater, symphony, a dance com-
pany, and an art museum.

Let’s look at Figure 6.7, which shows the staff organization of the National
Museum of Wildlife Art in Jackson Hole, Wyoming, as of April 2007 (www.
wildlifeart.org). The Wildlife Art museum has an operating budget of around
$4 million. The organization’s Web site notes the museum “strives to enrich
and inspire public appreciation of fine art and humanity’s relationship with
nature by focusing its exhibitions and programs on wildlife.” The organiza-
tional chart shows eight direct reports to the President and CEO. Based on the
job titles in each box, you can begin to see the logic of the groupings of jobs
that report to the various curator, director, or manager positions. There are
twenty-six named positions and in some cases, the number of staff hired in
the area is indicated (security, admissions, and shop sales).

Type of work performed

The title you use for the work area (e.g., finance, marketing and public rela-
tions, development, as shown in Figure 6.4) helps describe the kind of work
the person or group will do. Care should be taken to avoid obscure work area
titles. Vague or misleading titles often indicate that an organization is carrying
staff positions that serve marginal functions.

Working relationships

The organizational chart shows who reports to whom in the company. The
solid line in Figure 6.3 between the production manager and the technical
director indicates a supervisor-subordinate relationship. The production man-
ager and the sales, marketing, and publicity director are on the same level, and
they report to either the producing artistic director or the managing director.
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Figure 6.4
Symphony orchestra
organizational chart.
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Departments or work groups

The grouping of job titles under a work group or area should be communi-
cated by your organizational chart. A performing arts organization may be large
enough to warrant separate departments for work areas. For example, Figure 6.6
shows the grouping of the curators under a Chief Curator of Collections, while
the associate director responsible for Exhibitions, Programs, and Development
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Figure 6.5
Dance company
organizational chart,
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has four workgroups with a supervisor for each. In Figure 6.7 there are separate
curators for different functional areas: art and education.

In Figure 6.4 the ticket services area might include all single and subscrip-
tion sales. Group sales and telemarketing might also be included in this
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Art museum organizational chart.
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department. It is not unusual in a small operation to find one person heading
up four or five different sub-departments. As an organization grows, the cre-
ation of separate departments usually follows.

The levels of management

The organizational chart should act like a map in depicting all management
levels (upper, middle, and lower). In the organizational charts the upper lev-
els for the theater, symphony, dance company, and museum are represented,
respectively, by the producing artistic director and the managing director,
the executive director and the music director, the artistic director and the
general manager, and the museum director. In the theater organization chart
(Figure 6.3), the technical director could be identified as middle manage-
ment, and the shop manager as lower level management.

This hierarchy theoretically reflects how information flows and work objec-
tives are carried out in the organization. For example, one would expect
the marketing/PR director to be the person passing along the information
about the shows to the press and ticket office staff in the theater organization
(Figure 6.3). In the symphony orchestra (Figure 6.4), the stage manager and
technical director are listed under the operations manager who in turn reports

to the executive director.

As an organization grows, the layers of management also tend to increase.
When an arts organization first begins to operate, each level is minimally
staffed and each person fulfills several major job functions. Arts organizations
tend to have flat rather than tall hierarchies. A flat hierarchy is distinguished
by fewer layers of management and typically has what is called a wider span
of control.!? Each person tends to supervise a greater number of staff simply
because not enough supervisors are on staff. For example, if you call the artis-
tic director of a small new dance company, the phone may be answered by
her. Or, at most, there may be one administrative assistant who will connect
you to the director. This administrative assistant probably provides support
for most, if not all, of the artistic and management staff.

Now let’s assume our dance company is successful and expands its operation.
It adds an associate artistic director, establishes a central receptionist to take
all calls, and hires an assistant to the artistic director. Your call may now be
taken by a receptionist, who in turn transfers you to the assistant to the artis-
tic director, who then connects you to the associate artistic director. The asso-
ciate artistic director screens the call to see if you really need to speak to the
artistic director. By the way, when this type of scenario actually exists, it might
be time to reexamine how many levels of management the organization really

needs.
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Lines of communication

Finally, the organizational chart should represent the lines of communication
throughout the hierarchy. For example, in a theater organization the scene
shop manager tells the technical director that he will have to go over budget
to complete the set as designed. The technical director informs the produc-
tion manager of the situation. The production manager informs the artistic
director, who in turn communicates to the managing director. In theory, the
upper managers decide what they want to do, and that decision is passed
back down through the hierarchy. The phrase “in theory” is not used to be
facetious, but to remind the reader that the way things are supposed to work
and the way they actually work in an organization do not always match up.
This is partly due to the shadow of informal structures that develop as people
work together over time.

INFORMAL ORGANIZATIONAL STRUCTURE

Every organization has an informal organizational structure. Good manag-
ers remain aware of this underlying framework and use it to their advantage.
At the same time, they must discern when this informal structure is damag-
ing the organization and hindering the achievement of its overall goals and
objectives.

One of the reasons why an informal structure exists is to fill in the gaps in the
formal structure. Interactions in an organization involve people, and that trans-
lates into a complexity no chart can capture. Inventive employees will always
find a way to get things done in an organization with or without using the
formal structure. For example, suppose that the scene shop manager wants a
new table saw, but the technical director has refused to act on the request for
months. At a cast party, the shop manager casually lets the production man-
ager know that the shop could speed up the set construction process if only it
had that new saw. If the crafty shop manager uses this informal communica-
tion system properly, he or she may end up with a new saw before the technical
director knows what has happened. This will also enhance the shop manager’s
status with the shop staff because of his ability to get what is needed despite the
system. In so doing, the shop manager may unwittingly send a message to the
staff that it is all right to bypass your supervisor to get things done.

Problems inherent in the informal system

This example points out some of the problems with the informal structure.
One major fault is that the informal structure diverts efforts from the important
objectives of the organization. This shadow organization may be more con-
cerned with personal status.
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Another difficulty with the informal organization is its resistance to change.
You may define new objectives and marshal your resources to put a new pro-
cedure in place, but if the informal organization rallies around the “old way,”
your efforts may be in vain.

As in the example of the table saw, an alternative communication system usu-
ally accompanies an informal structure. One key element of this informal sys-
tem is the rumor-spreading mechanism. The rumor mill is usually a prime
source of informal communication in any organization. Good managers will
determine how the informal communication system works in their organiza-
tions to track what employees are really saying about the workplace and their
jobs. From time to time, a manager may find it can be useful to feed infor-
mation into the rumor mill. For example, you might let it leak that upper
management is not happy with the lax compliance with the new no-smok-
ing policy. If carefully leaked, the rumor might create greater adherence to the
new rule if staff members think there will be consequences if they continue
their current behavior.

STRUCTURE FROM AN ARTS MANAGER’'S
PERSPECTIVE

General considerations

The complexity of the organizational structure should be directly related to the
size and scope of the operation. However, it is a good practice to keep the struc-
ture to a minimum. If an arts organization’s mission is to further its art form
and serve the public, creating elaborate organizational systems may be divert-
ing time and energy from its core purpose. To help keep organizational design
in perspective, consider the five elements that are often listed as influences on
the final design: strategy, people, size, technology, and environment.!3 Of these
five influences, strategy, people, and size have the most direct applications to
the arts.

Strategy

The organizational structure needs to support the organization’s overall strategy.
For example, if you are starting a new regional opera company, your objective
might be to build a subscription base as quickly as possible. Your strategy in
building that base might be to select your season around well-known titles with
famous guest artists. Your organizational design would therefore stress more
staff to take care of the artists and to carry out the organization’s marketing,
public relations, and ticket sales activities. To maximize resources, your strategy
would also include keeping your operating costs as low as possible. One way to
do that might be to rent all of the sets and costumes for the season. You would
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therefore need only a relatively small production department and no resident
design staff.

A few years later, you might develop a strategy focused on expanding your
audiences by adding a community outreach or engagement program. Now
your objective is to hire a tour director and staff to promote and support
bringing an opera scenes program into schools. You might consider reorganiz-
ing another area within your existing organization to save on the expense of
adding staff. Either way, you must make changes in the organization’s design.

One of the reasons why new programs of activity sometimes suffer in an orga-
nization is that no one has thought about what is going to be done by whom.
Without careful thought about job design, an organization can quickly over-
load an employee with too many tasks.

People

The most important element in any organization is the people who work
within the overall structure. Realistically, there must be flexibility between the
structure and the people in an arts organization. The military is a prime exam-
ple of a rigid organizational structure designed to mold its “employees” to the
specific jobs at hand. A strict hierarchy and adherence to numerous rules and
regulations are all focused toward a set of specific objectives. People usually
do not join the staff of an arts organization because they want a rigid and
highly controlled work environment. In fact, people who work in arts organi-
zations are often highly self-motivated and vigorously resist regimentation.

Care must be taken when applying organizational theory to real organizations.
In an arts organization, for example, the degree of structure varies with the type
of job. For example, the director of a museum would probably be wise to allow
for a high degree of creative independence among the department heads of the
curatorial staff. The security guards, on the other hand, would have a rigid work
schedule with limited independence to set their hours.

Size

When an arts organization is first established, there may be no more than three
or four people doing all of the jobs in the organization. The artistic director
may direct the operas, write the brochure copy, hire all of the singers and the
artistic staff, and do all of the fundraising. As the organization grows — a board
of directors is added, staff specialists are hired to do the marketing, schedul-
ing, advertising, and so on — the simple organizational chart and lines of
communication suddenly become much more complicated. In management
theory, the organization would be said to be moving from an “agency form”
to a “functional department form.”'* An agency organization refers to a struc-
ture in which everyone reports to one boss, and this boss provides all of the
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coordination. Fach staff member is in effect an extension of the boss. When
an arts organization decides to hire a marketing director, it may be because the
artistic director can no longer supervise all of these activities. In this scenario, a
new department with a specific function and the support staff to do the market-
ing would be established. Problems and conflicts will arise if the artistic direc-
tor attempts to give direct orders to the staff of the marketing director instead of
going through the new structure.

Technology and environment

The other elements that influence organizational design are technology and
environment. When speaking of the influence of technology in the busi-
ness world, it is easier to see how new systems and methods can affect how
products are produced. There is usually a direct connection between how an
organization is structured and how technology may help it become more pro-
ductive. For example, a large company may add a whole department to do
nothing but assess new technologies and advise about their application to
that business. Arts organizations, on the other hand, have used new technolo-
gies in office and information management and, in limited ways, applied new
approaches to the technical production aspects of their operations.

In recent years, it has become more common to find staff positions desig-
nated in the information technology (IT) area in many arts organizations. As
organizations have expanded their capabilities through their Web sites, staff
support has become an important issue. Arts organizations may provide staff
support for their Web site as part of the marketing and publications function.
Data management of ticketing systems as well as coordinating the in-house
computer network in the organization are two more areas now common in
many arts organizations. Many organizations also outsource by contracting
this support function as a way of controlling staff costs.

Technology tends not to be at the core of how most performing arts organiza-
tions operate; therefore, the organizational structures tend to be more static.
However, other arts organizations, such as museums, may dedicate significant
technological resources to analyzing and preserving works of art.

External environments

The political and legal environments may legislate new laws that affect hir-
ing or training in the organization. For example, there were very few if any
affirmative action or health and safety programs in arts organizations
40 years ago. Today, we find staff members designated to administer and
monitor these areas of activities in the organization. In addition, the ever-
increasing complexity of tax laws and compliance with proliferating local,
state, and federal regulations has no doubt added to the workload of the
finance and accounting departments of many arts organizations.
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Departmentalization

Let's move on to looking at other components in the process of establish-
ing organizational structure. One of the central parts in most organizations
is found in a designated department. To departmentalize, or to set up depart-
ments in an organization, simply means “grouping people and activities
together under the supervision of a manager.”!> Departments may be struc-
tured in three ways: by function, by division, and by matrix.

Function

Most arts organizations use a structure defined by functional departments. It
makes sense to group people by the specialized functions they perform within
the organization. Figures 6.3 to 6.7 show how various managers supervise the
functional departments within the organization. For example, the symphony
(Figure 6.4) has a marketing and public relations area with a director, a pub-
lic relations manager, an assistant manager, and various related support areas
such as telemarketing and patrons services.

Divisions

Departments can be organized around a product or a territory. An example on
a small scale is a major arts center that not only hosts touring productions but
also produces its own shows, runs a gift shop and an art gallery, and operates
a restaurant. An organization may decide to establish a divisional structure
that keeps booking, production, exhibition, and food services separate. The
logic behind this choice is that each of these activities involves very different
operating conditions with specialized supervision and staff needs. The divi-
sion in charge of production might include a marketing person to supervise
the subscription series for the regular events. The division in charge of touring
might employ another person to market the shows to other arts centers and
producers. Both employees are marketing specialists, but they market their
products from very different perspectives.

Another divisional structure is by territory. A dance company decides to pur-
sue a strategy of dual-city operations. One of the first steps would be to estab-
lish an organizational structure to staff two different geographical sites. There
would need to be some staff duplication. You cannot expect the city A mar-
keting staff to do the marketing for city B without local staff designated for
each campaign.

Matrix organization

One the more interesting organizational structures found in many businesses
combines both horizontal and vertical reporting and communication. This
evolution is often called a matrix organization structure and has very practical
application to the project-drive focus in many arts organizations.
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The matrix system was developed in the late 1950s by the cofounder of TRW
Inc., Simon Ramo.!® The department structure proved to be inadequate when
TRW tried to manage several technologically complex projects for the defense
industry. His scheme was to use a department structure for important activi-
ties like research and development (R&D) and place the department under
the control of a department head. However, within the R&D department were
smaller groups of people working on different projects under the supervision
of a project manager. The vertical matrix in the structure is thus the depart-
ment head working with the various R&D groups. The horizontal matrix
consists of the individual project managers working with the separate R&D
groups.

In an arts organization, a matrix structure often evolves as an optimal way
to work. At its most basic level the matrix structure in an arts organization
means an employee may have two or more bosses, depending on the project.
For example, suppose that a museum is organized around a department struc-
ture. The six departments are responsible for various sections of the collec-
tion, and there are other departments for marketing, fundraising, operations,
maintenance, accounting, and payroll.

The museum'’s centennial is coming up in three years. Typically, a staff mem-
ber is designated as the director of the “centennial project.” If this project
director is to achieve the objective of creating a successful celebration of all
the things the museum has done in the last 100 years, a matrix structure could
be created to assist with the project. The project director will request that each
department head designate a person to be the centennial coordinator for that
department. In addition to their regular duties, the marketing staff will also
have to work on this special project with the project manager. The project
manager, in effect, becomes their temporary supervisor.

Arts organizations also often find themselves involved in special projects.
However, without recognition of the need to shift to a matrix organizational
structure, trouble may occur. For example, if the staff required to make a spe-
cial project work are not hired, the project coordinator will have to work
horizontally through the organizational structure. He will discover that the
overworked staff in the various departments do not have time to give to the
project, or worse, the staff will find the time at the expense of their regular
responsibilities, and the effectiveness of the entire organization will suffer.

There are other examples of the matrix organizational structure in arts organi-
zations (see Figure 6.8). There is often a matrix working relationship between
a resident design staff and the guest directors or choreographers that may come
into a regional arts organization. The staff are hired by the organization and
may work within separate departments. When a guest director or choreogra-
pher arrives, this staff now have a new “boss” specifically for a particular show.
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Figure 6.8
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CHAPTER 6: Organizing and Organizational Design

A good production manager will recognize this matrix structure and establish
the needed lines of communication to keep all of these overlapping projects on
track.

COORDINATION

Another principal concept in organizing any enterprise is coordination.
Coordination can be divided into vertical and horizontal components. The first
area of concern, vertical coordination, is defined as “the process of using a hier-
archy of authority to integrate the activities of various departments and proj-
ects within an organization.”!? Vertical coordination is split into four areas: chain
of command, span of control, delegation, and centralization-decentralization.
Each of these has applications to arts groups. Horizontal coordination simply
refers to the process of integrating activities across the organization. Many arts
organizations use this structure to promote interdepartmental cooperation.

Vertical coordination

Chain of command

Classic management theory, as exemplified by Fayol’s Fourteen Principles
(see Chapter 3), states that “there should be a clear and unbroken chain of
command linking every person in the organization with successively higher
levels of authority.”!® This is known as the scalar principle. The military is a
good example of a thoroughgoing application of such a chain of command.
Common sense should tell you that problems will develop in an organiza-
tion that lacks clear authority and clear lines of communication. On the other
hand, not all situations allow for a clear “unbroken chain of command”
within an organization. A small arts organization may hire an administra-
tive assistant to work for several people and departments. On paper, the job
description says that the “administrative assistant is supervised by the man-
aging director.” However, as the organization grows, the assistant is asked to
complete work for the artistic director, the new marketing director, the newly
formed fundraising department, and others.

Unless the staff member is extremely good at time management and setting
priorities, work may become backed up or simply not get done. In this exam-
ple, too many people have authority to ask the administrative assistant to
work for them. Ironically, what often happens is that to survive in the job, the
administrative assistant becomes the person determining what work is done
for whom and when. The administrative assistant becomes a de facto manager
of the supervisors. This phenomenon is often seen in academic departments
in colleges and universities. The “department secretary” often has many faculty
and staff requesting administrative support. To cope with the workload the



assistant determines when work gets done through self-management. The
administrative assistant often becomes the “boss” of the department since she
actually determines what work will get accomplished.

Span of control

The span of control describes how many people report to one person. There
are no fixed rules about how much or how little span of control one person
should have in an organization. However, common sense tells you at some
point you will not be able to keep track of who is doing what if you have too
many people reporting to you. The factors often cited in determining span
of control are “(1) Similarity of functions supervised, (2) physical proximity
of functions supervised, (3) complexity of functions supervised, and (4) the
required coordination among functions supervised.”!?

Let's look at span of control in an arts setting. For example, if the market-
ing director is asked to take over the supervision of the fundraising and ticket
service operation, there is a reasonable match between functional areas and a
limited span of control. However, if the marketing director tries to take over
the management of the acting company and becomes, in effect, the company
manager — there may be problems. The needs of the acting company are not
similar to the needs of the marketing department. It is also possible to exceed
the marketing director’s expertise. The marketing director could possibly
supervise the company manager — the person responsible for seeing to all
of the needs of the acting company. However, the marketing director may not
have enough understanding of the job to know if it is done properly.

An example of physical proximity in span of control occurs when the pro-
duction manager is asked to supervise the activities in performance spaces in
three different locations in the city. The production manager soon discovers
that it is impossible to be in three places at once. Three staff assistants may be
needed, one for each theater.

Similarly, if the functional areas become complex, as in the data-management
system for an organization, you may need to reduce the span of control. The
staff member in the accounting area, who became the “systems administra-
tor” in the finance department by virtue of his knowledge, can no longer keep
control of the expanded computer systems used in the marketing department,
the box office, and fundraising. Either someone must be hired to coordinate
the organization’s computer needs, or the accounting work of the existing
staff member must be reduced.

Delegation
As a manager, you must decide how much day-to-day work you should
do yourself and how much should be assigned to others. Delegation is “a

Coordination
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distribution of work to others.”?® The process involves three steps: assigning
duties, granting authority, and establishing an obligation.

When you assign duties, you must have a solid understanding of the work to
be done, and you must spend time analyzing what you expect the employee
to do. Problems sometimes arise with the second step: granting authority.
If the delegation process is to be effective, you must give up some of your
authority and transfer it to the employee. If you do not grant that authority,
it is difficult to establish an obligation on the part of the employee to assume
the responsibility. For example, suppose that you delegate the responsibility
of providing daily sales summaries for the organization to your ticket office
manager, but you go down to the office the next day and run the numbers
yourself. The ticket office manager will wonder what happened to this del-
egated responsibility if you duplicate her work. She will assume that you do
not trust that the work will get done.

A key principle to remember in delegation is that the “authority should equal
the responsibility when you delegate work.”?! If you give a staff member
responsibility for a budget but then take away the authority to expend the
funds, you have undermined the delegation process.

Unfortunately, no area creates more bad feelings in an organization than
delegation. Overprotective or micromanaging supervisors tend to create
employees who are bored with their jobs and not particularly committed to
meeting the organization’s objectives. Because they have not been given any
real responsibility, they develop the attitude that is expressed in the phrase
“Don't ask me; I just work here.” Meanwhile, the whole organization suffers
because the supervisor is spending time doing work that would be more effec-
tively done by others.

Centralization-decentralization

This last area of vertical coordination simply refers to how the organization
will concentrate or disperse authority. Colleges or universities are often cited
as examples of decentralized organizations. The individual departments (his-
tory, government, physics, and so on) often have autonomy over personnel
and course offerings. They report to a central authority; that is, the dean, but
the faculty members of the department exercise a great deal of control over
their own day-to-day activities. On the other hand, a large corporation may
have a rigidly organized authority structure in which only designated manag-
ers have the authority to make decisions.

In an arts organization, the degree of centralization or decentralization
depends on the functional area. For example, the process of running a sub-
scription or membership campaign requires a centralized authority structure.
One cannot have several people making key decisions about the campaign
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autonomously. To control the look and language of the campaign, one per-
son must make the final decisions.

In other areas, it may be more efficient to decentralize the authority. For
example, the production manager delegates the purchasing of production
supplies (lumber, fabric, steel, paint, and so on) to the technical director. The
technical director then delegates the purchasing to the individual department
heads or shop managers.

Horizontal coordination

Horizontal coordination is a key function in any organizational structure.
In the business world, the function of horizontal coordination is most often
identified with such areas as personnel and accounting. All of the depart-
ments in the organization use the personnel department as a resource for hir-
ing, firing, and evaluating employees. Payroll is a good example of another
department that has a horizontal relationship to a vertical structure. Everyone
in the organization is affected by the payroll department. Organizations could
not function effectively if every department handled its own payroll.

In an arts organization, similar personnel and payroll functions may cut
across departmental lines. As already noted, the project orientation of many
arts organizations creates the need for horizontal coordination. A successful
production, concert, or exhibition often requires that different departments
cooperate and communicate over an extended period of time. For example, a
stage manager must be able to coordinate with what is called functional author-
ity. This authority allows the stage manager to cut across the formal chain of
command. When a problem backstage needs to be solved instantly, the stage
manager can issue orders that bypass the traditional crew head hierarchy.

When an event is presented, horizontal coordination is typically shown
through the formation of a production team. The heavy emphasis on team
management as an innovative approach to solving problems in the business
world over the last 30 years is, in fact, standard operating procedure in the
arts. Without effective horizontal coordination a theater, dance, or concert
event or an exhibition opening suffers.

ORGANIZATIONAL GROWTH

Organizations seem to have a way of growing beyond anyone’s original expec-
tations. As one sage wit once noted, “The number of people in any working
group tends to increase regardless of the amount of work to be done.”??

Almost constant attention must be paid to the proliferation of staff with
each new cycle of strategic planning. As new plans are implemented, the
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workload seems to increase, so new staff members are hired, and more lev-
els of management may be put into place. The production manager now has
three production assistants. The secretary is now the office manager and has
three administrative assistants working for him. This growth carries with it
increased costs to the organization. The cycle of overloading the current staff,
hiring new staff to help reduce the overload, overloading the budget, lay-
ing off the new staff, thus overloading the original staff, and so on, can be
avoided if the manager retains control of the planning function.

As we have seen, one of the key elements of planning is keeping accurate
records of where you have been. Tracking the growth of a department over
a period of time can be a helpful way to monitor growth. In my compari-
sons of staff growth in arts organizations over the last 30 years, I found that
increases of 25 to 125 percent were not uncommon. This is all the more sig-
nificant since many of these organizations were only doing 5 to 10 percent
more programming.

Managers must think of the design of the organization as a creative challenge
and not a burden. As we have seen, the manager’s job is to anticipate and
solve problems. Lack of attention to problems with organizational design can
lead to fundamental flaws in the operation of the enterprise, and these flaws
could lead to the demise of the organization.

CORPORATE CULTURE AND THE ARTS

In the last 30 years, management experts have found organizations function
in ways that theories cannot always explain. As you would expect, no theory
of organizational design can take into account all of the variables that affect
businesses. One of the more interesting approaches to analyzing how organi-
zations function beyond the charts and reporting diagrams uses principles of
anthropology to look at what is referred to as the corporate culture of the orga-
nization. In fact, this concept has become so popular that a Goggle search
using the term “corporate culture” will result in millions of links to sources
on the topic area.

The basic premise of this application of anthropology to organizations is
that businesses create their own social systems. Typically these social systems
evolve around the shared values, beliefs, myths, rituals, language, and behav-
ioral patterns of the leadership and employees. All of these aspects of the
social system are carried on from year to year over the life of the organization.
A manager may find comfort in the structure, policies, and procedures of the
company, but in reality, these things are not necessarily why people choose to
work in the organization. Even the most casual observer of workplace behav-
ior would notice how much time is spent socially interacting while at work.
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These seemingly casual interactions help form the social system that becomes
the corporate culture of an organization.

Levels in corporate culture

Edgar Schein’s book, The Corporate Culture Survival Guide,?3 is one resource for
arts managers that is both immediately accessible and applicable. Schein out-
lines what he sees as three levels of culture in organizations: artifacts, espoused
values, and shared tacit assumptions.?*

Artifacts are found in the top layer of an organization’s culture and are mani-
fest in “what you see, hear, and feel as you hang around”?® an organization.
For example, in an arts organization you may observe the kind of office space
occupied and the kind of furniture used by the staff as clues to the culture
of the organization. You may find the organization is in an older building
that may have office furniture that looks dated and well used. The staff may
be casually dressed, there may be a common work area, desks are piled high
with papers and folders, and if there are offices, the office doors may mostly
be opened. At first glance, these outward appearances represent your first evi-
dence of the organization’s culture. These artifacts help you create your ini-
tial impressions of the organization and how the people interact as they work
together.

At the next level, Schein notes you will find the espoused values of an organi-
zation. He suggests we often find this information in combinations of sources
such as published strategies, goals, mission, and values statements. In addi-
tion, Schein points out you can seek out “insiders who can explain their orga-
nization to you. Anthropologists call them ‘informants’ and depend heavily
on such conversations to decipher what is going on.”?® In an arts setting this
level of culture will be evidenced in the passion about the art form. There are
usually the powerful statements made by the organization about how impor-
tant music, opera, theater, and art are in shaping and changing the world.

The third level of an organization’s culture is found in the “shared tacit
assumptions.”?” In this level you find “the unconscious, taken-for-granted
beliefs”?8 that are unspoken. In an arts organization that level of culture
may reside in the strong historical beliefs of the founder or artistic director
of the organization. For example, you might find the organization grew and
thrived based on unspoken assumptions of the founder that to be in the arts
it is assumed that the sacrifice of personal time and the lack of resources were
good things. These were sacrifices to be made and challenges to be risen to,
and that doing whatever it takes to get the show or exhibit opened is expected
in the normal course of doing your job. In this culture, someone who might
value a life outside the organization would soon discover they did not fit in.
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Corporate cultures and the real world

When you start a new job, you are brought into an organization’s cultural
system. It may be a very strong culture that stresses maximum performance
at all times, or it may be a very relaxed culture that stresses slow and steady
progress. No matter where the culture fits along this continuum, it will exist.
The sooner you recognize it, the sooner you can adapt to it as needed. For
example, if you go to work for a marketing director in an arts organization
that prides itself on huge leaps each season in its subscriber base, you better
be ready to adopt the attitudes and beliefs that go along with the job, or you
will find yourself outside the system and eventually out of a job. On the other
hand, once you have established yourself as a manager in the organization
and have come to know the culture, you can begin to alter it to better achieve
the overall goals and objectives established in your strategic plans. Remember,
the culture of an organization is not static. It adapts to changes in the internal
and external forces that affect the organization.

SUMMARY

Organizations are collections of people in a division of labor who work together
for a common purpose. Organizing makes clear what everyone is to do, who is
in charge, the channels of communication, and resource allocation. Managers
should organize for results. Organizational structure and charts provide an oper-
ational map. All organizations have informal structures, which managers should
monitor. Organizations can be designed to use functional, divisional, or matrix
structures, or a combination of these. Organizations use vertical and horizon-
tal structures and coordination to operate effectively. They may take on organic
or mechanistic structures, depending on what they do. All organizations have
social systems that define a distinctive culture. Strong leadership helps define the
culture. Organizational design is affected by the culture and social systems.

For additional topics relating to organizing and organizational design, please
go to www.managementandthearts.com.

Questions

1. What are the formal and informal organizational structures of the theater, dance,
music, art, or arts administration department at your college or university? Do these
structures effectively support the mission of the department? Explain. How would
you reorganize the department to make it more effectively support the mission of
the university?

2. Can you cite examples of breakdowns in the vertical or horizontal coordination on
a project or production with which you were recently involved? How would you
improve the coordination systems to minimize these problems in the future?



3. Based on your own work experience, identify as many of the values, behavior
patterns, language, rites, and rituals that formed the corporate culture of the

organization.

The practice of arts organizations merging as part of a strategy
for organizing resources more effectively is not widely seen
in the United States. The 2002 merger of the Utah Symphony
Orchestra and Utah Opera was driven in part by financial
necessity. The following newspaper story offers a progress
report as of the spring of 2006. For more recent developments,
please go to the online archives of the Salt Lake Tribune at
www.sltrib.com.

Symphony-opera works to restore fiscal
harmony

By Jennifer Barrett, The Salt Lake Tribune, 3/26/06.
Used with permission.

The Utah Symphony & Opera seemed on the verge of finan-
cial disaster a year ago. Ticket sales had been sliding, dona-
tions were down, and cash reserves were quickly running out.
Headlines proclaimed the dire news, and patrons began to
fear that their beloved symphony and opera could be lost.

But Utah Symphony CEO Anne Ewers and music director
Keith Lockhart say all that was a good thing.

“Whatever doesn't kill you makes you stronger,” said Lockhart.

The outlook for the US&O is now “cautiously optimistic,”
words recited like a mantra by management, musicians, and
patrons alike. Indeed, there is reason for hope: Ticket sales
are up and donations are rising. But the institution isn't in the
clear yet. Administrators need to keep the numbers moving
upward and grapple with ongoing challenges, such as ensur-
ing the viability of the Deer Valley Music Festival.

In February 2005, orchestra members went to the media with
news that US&O was in trouble. In the two years after the
symphony and opera merged in 2002 — a marriage proposed
to save money — the organization had run up deficits totaling
$3.4 million, and was surviving on donations.

CASE STUDY

The situation was alarming, but administrators now say there
was no need to panic. They were finalizing a plan to fix the
problems, said Sean Toomey, US&O director of marketing and
communications.

But some orchestra members are convinced that had they not
gone to the media, the situation today would be different.

“There would be 86 musicians looking for a job right now,”
said principal flutist Erich Graf

In the past year, the US&O has made progress in several areas
outlined by Tom Morris, a consultant hired to find problems
and solutions. He concluded the US&O was in “peril,” suffer-
ing from declining audiences, a drop in donations, burgeon-
ing expenses, and structural problems. Here are some of the
SUCCESsSes:

Ticket sales: Ewers said all the publicity helped light a fire
under the community. “One guy was so ticked off, he marched
into the box office and said, ‘I may not even be able to attend,
but damn it, I'm buying eight tickets because I'm sick of this.””
After dropping 27 percent in two years, Utah Opera sales
gained ground in the 2004-05 season. The Utah Symphony
last year managed to stop its downward slide — nearly
18 percent in three years — ending with relatively flat sales.

As of last week, ticket sales for both groups were about 4 per-
cent ahead of projections, and in line with plans to balance
the budget.

Donations: Gifts to the US&O took a one-two punch when the
economy stumbled and disgruntled fans pulled funds to pro-
test the merger.

Some patrons have come back, said Ewers. “Everybody had
to get used to this merged organization and see if they still
wanted to support it,” she said. However, some patrons “may
never come back,” she said. A report given to board members



last week shows that with five months left in the fiscal year,
the US&O has raised $3.5 million, slightly more than half of its
$6.2 million target for this year.

“We think we're on track to hit the goal,” said Toomey.

Stronger board: Consultant Morris said if US&O wanted real
change, it needed new blood, including a “committed chair —
a champion.” The organization found that person in Patricia
Richards, a senior vice president with Wells Fargo and chair-
woman of the US&O board. She has been given high marks
by most everyone involved.

“Pat Richards has been incredible in implementing a lot of these
issues,” said bass player Claudia Norton. “I'm very thankful to
her and the board for taking on [the Morris] report.”

Under Richards’ leadership, board members agreed to make
personal contributions of $10,000 to the organization each
year. Attendance at meetings is up, and members are more
“engaged,” said Richards. In fact, she said, the board is
reviewing the US&Q’s very direction and purpose.

“There is absolutely nothing in it for the board, except the
pure love of the art,” said Richards. “We all have to pull
together to make this work.”

The board is also exerting more control over the CEO, redefin-
ing the job description and conducting annual reviews.

Changes for Ewers: No one took more heat than Ewers last
year. “The tallest statue in the park gets the most pigeon jazz,”
she said recently. But Ewers — an ever-perky pitchwoman who
greets reporters with a hug — admits she made mistakes.

“Let me tell you,” she said, “Pollyanna is gone.” Morris stated
point blank that the CEO needed to show “improved perfor-
mance,” and took her to task for trying to do too much — she
was not only the CEO, but also the driving force behind the Deer
Valley Music Festival and the general director for the opera. She
responded by giving up day-to-day control of the opera.

She also came under fire for program changes and unpopular
concert “enhancements,” which have all been reversed.

Ewers said she's modified her approach to potential donors. “I
always talk about the challenges now,” she said. In the past,
she was so busy sharing “the vision” that she didn't always
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CASE STUDY (CONTINUED)

talk about realities. “I needed to bring balance to it.” Despite
criticism aimed at Ewers, Richards said “the board itself feels
it has the right leadership in place.”

Challenges ahead: The mountain of graphs and pie charts
the US&O churned out over the past year suggests the orga-
nization is on track to meet its goals, but challenges remain.
Relations between the musicians and administrators hit a low
point last year. Both sides are trying to mend the rift, partly
with bimonthly “fireside” chats where any musician can sit
down with Ewers to discuss anything. “It takes time to build
trust,” said bassoonist Christine Osborne.

US&O will also have to find ways to fund inevitable growth
in orchestra salaries, the institution’s single biggest expen-
diture — $8 million of its $17 million budget. Compensation
climbed 80 percent between 1994 and 2004. Last year, the
musicians agreed to a two-year wage freeze, though they
have the option of reopening negotiations this spring. Base
pay is $57,000, the lowest among the nation’s 17 orches-
tras that work year-round. The US&O must still attract more
patrons and will again tinker with programming, offering
a “casual” concert next fall to see if it can entice audiences
who usually shy away from starchy, formal affairs. They may
also drop a few concerts in the future, said Toomey.

“The symphony is just unrelenting,” he said, referring to the
orchestra’s regular-season schedule of concerts nearly every
weekend. “It's hard to stop people in their tracks and say,
‘This is the concert you want to go to,” and then say the next
week, ‘This is the one you want to go to." ”

Despite criticism from Mortis, the US&O still gives away thou-
sands of tickets every year. “We can't stop giving away free
tickets,” said Toomey. The US&O uses them instead of cash to
make the marketing budget go further, and they help attract
prospective future buyers, he said.

Morris and the community would like to see more of con-
ductor Keith Lockhart, but that is unlikely to change much.
Lockhart will continue to split his time between Salt Lake City
and Boston, where he heads up the Boston Pops.

Lockhart said his living here year-round wouldn't guarantee
a better orchestra. “What matters is what you do when you're
here. My commitment to this place is real,” he said.
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The biggest challenge may be ensuring the success of the Note: In January 2008 the Utah Symphony and Opera named Melia
US&O'’s summertime offering, the Deer Valley Music Festival. A ~ Tourangeau as the new CEO.

second consultant, Stephen Basili, last fall pointed out a num-
ber of troubling issues with the festival, including the fact that it
relies precariously upon the largesse of just a few donors. It also
has trouble attracting a consistent audience. US&O gave away
more tickets than it sold for three concerts last summer, and 2
Basili called the number of returning ticket buyers “atrocious.”

Questions
1. Offer a brief summary of the article and its major
points regarding the status of the symphony and opera
mergers.
. What do you think would be some of the advantages
and disadvantages of merging designated arts organi-

Despite the remaining challenges — and the fact that US&O zations in your community?
must continue to cut the budget and drum up support — most 3. Do you think the merger of a theater company and a
people involved feel the US&O will be returned to fiscal health dance company would be more or less likely to suc-
in the near future. ceed than the merger of an orchestra and opera com-
What about the long term? pany? Why or why not?

g ' 4. What might be a few differences in the corporate cul-
“Once in a while, you wonder: Will the world be the same 20 tures of arts organizations that might be considering a
years from now, and will we still have an orchestra?” said merge? What are your perceptions about the culture of
Richards. “Everyone in the country is asking those questions.” an opera company and a symphony orchestra?
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CHAPTER 7

Human Resources and the Arts

Attracting, hiring, and ultimately retaining productive employees
are obvious needs if firms are to achieve organizational excellence.
While the level of rewards may have a direct impact on the number
of individuals wanting to work in an organization, it is of the utmost
importance that the right people apply.
Edward E. Lawler III, Rewarding Excellence:
Pay Strategies for the New Economy

KEY WORDS

Human resources planning On-the-job training (OJT)
Job description Wrongful discharge
KSAs Employment-at-will
Job matrix National Labor Relations Board
Equal Employment Opportunity (NLRB)
Commission (EEOC)

The last two chapters covered the areas of planning and organizational design.
We saw how the mission of an organization becomes the foundation on
which the strategic and operational plans are built. Specific goals and objec-
tives are then established. The plans also indicate how human and finan-
cial resources are to be used to meet the organization’s goals and objectives.
The organizing process is designed to move plans from an idea to a reality.
The manager designs the organization to fulfill the plans. The structure of the
organization, the lines of communication, and the combinations of vertical,
horizontal, and matrix relationships are established among the departments
and projects. Departments and other subunits are created to support the plan
effectively. 187
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STAFFING THE ORGANIZATION

The next stage in the process of creating an organization is staffing it. This
chapter looks at the human resources required to fulfill the mission and to
support the strategic and operational plans of the organization—the key to
the success or failure of the enterprise. The organization’s strategic and opera-
tional plans must also provide staffing objectives. Descriptions of jobs and
the complex working relationships among employees must be carefully fac-
tored into the organization.

Arts organizations face numerous challenges when it comes to staffing their
organizations. As the epigraph to this chapter notes, having the right people
is a key to organizational success. Unfortunately, the arts and not-for-profit
job marketplace do not always provide the level of compensation and ben-
efits many people are seeking, especially in the managerial or administrative
area. The lack of competitive compensation can make finding the right per-
son problematic. The employment marketplace is even more challenging for
performers, designers, and technicians. Steady employment in the arts can be
rare and holding second or third jobs is the norm for many people.

An arts manager must also be aware of the laws regulating employment and
must be versed in the art of negotiation. Several unions may represent employee
groups throughout the organization, and they may have different contract peri-
ods. The task of finding the right people for the jobs, keeping them, and devel-
oping them is a never-ending process.

THE STAFFING PROCESS

Any organization wants to fill its jobs with the best people available. Finding
the most talented, qualified, and motivated people to work with you is much
harder than it sounds. To make the overall system clear, we will break the
staffing process into six parts: planning, recruiting, selecting, orienting, train-
ing, and replacing.! We also will look at how this process varies across the
fields of theater, dance, opera, music, and museums. Figure 7.1 provides an
overview of the entire human resource management system. As you would
expect, there are variations among and within various art forms.

In the business world, the somewhat imposing phrase human resources plan-
ning simply translates into analyzing your staffing needs and then identifying
the various activities you need to make the organization function effectively.
In many large corporations, a manager identifies specific staffing needs to
determine where the staffing resources are required. The manager then works
with the human resources or personnel department to find the required
staff. Because most arts organizations do not have separate human resources
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departments, it becomes all the more important for the manager to have an
excellent grasp of the rules and regulations controlling the hiring and firing
of employees. Mistakes in personnel management can be very costly. More
and more organizations face lawsuits because of badly handled personnel
decisions. Given the often informal circumstances surrounding the hiring of
many people in the arts, it is surprising that there are not more lawsuits. Let’s
take a look at the steps involved in planning to hire the people needed to
make a performance or exhibition possible.

Job analysis

Everyone would agree that an arts organization wants to hire the most tal-
ented artists and support staff. What will be the screening process that ensures
you have the best your organization can afford?

Your organization may also have larger goals about the composition of the
total staff for the organization. Do you have a commitment to achieving diver-
sity in your workplace? How will you even ensure that minority applicants
apply for the openings you advertise? Will your workplace accommodate
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individuals with disabilities? Whatever the circumstances, the planning
phase requires that you review five key areas for all of the jobs in the orga-
nization: work activities, work tools, job context, standards, and personnel
qualifications.

Work activities

What is to be done? A performing arts organization will obviously need
actors, singers, dancers, or musicians. Plans for the season often dictate the
range of performer needs the organization will have. A dance company regu-
larly performing The Nutcracker needs the correct mix of dancers to reach a
desired level of quality. Acting companies seek to cast their shows with actors
of the right age range if they are going to achieve a level of believability in
various roles. An opera company must hire singers with the vocal talents
necessary to perform their specific repertory. A season with Wagnerian opera
requires different types of singers than a season with an Offenbach operetta.
When considering the design staffing for a season, a producer works from the
assumption that some designers are better than others at doing specific kinds
of shows. Likewise, an organization considers how to market a season and
wants a staff person fully capable of meeting the demands of promoting the
season.

Based on your organization’s design (as illustrated in Chapter 6, Organizing
and Organizational Design), you should be able to create a clear distribution
for the rest of the staff you need. In arts organizations, where staff resources
are usually very limited, it is critical that the manager carefully analyzes
how to combine the work activities to get the most productivity from each
person.

Work tools

Some employees need specific tools to do their jobs. For example, a regional
ballet company that decides to set up its own scenery and costume shop will
need thousands of dollars for equipment and space rental. An organization
that hires a marketing director had better be ready to provide the computer
equipment and software needed to do the job.

Job context

Each employee has an overall context in which he functions. Performers
have a set rehearsal and performance schedule; office personnel work within
a daily schedule; and all employees work within an overall package that
includes contracts, compensation, and benefits.

Standards
The manager of an organization must set clear standards for work output
and quality. The manager of an arts organization may have various degrees
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of control of the workforce, depending on contracts and agreements in place.
For example, the music director of the symphony and possibly a select group
from the ensemble may be responsible for maintaining the performance stan-
dards at the highest level. On the other hand, complex negotiated agreements
may limit the actions that the management may take to dismiss a musician
who is not performing up to that standard.

Personnel qualifications

The level of education and experience required for each position may vary
widely in an organization. The process used to select performers requires
different personnel qualifications than those used to hire ticket office
salespeople.

One obvious problem that arts organizations face in hiring support staff with
the right qualifications is the funding available for salaries. The low pay often
associated with working for an arts organization leads to the practice of hir-
ing or relying on unemployed artists to fill staff positions. A passion for the
arts may lead artists to decide to work for an arts organization, even if it isn't
in their specific talent area. However, some artists are better than others when
it comes to fulfilling the specialized administrative staff functions in an arts
organization. As in all industries, the most qualified person does not always
fill the job. The net effect of this hiring practice is that the arts organization
may find itself unable to achieve its goals and objectives because the staff do
not have the skills required to do the job.

Job description for staff openings

From this analysis of the basic requirements for the work to be done, the
manager is able to create a job description for a staff position. The descrip-
tion, which is usually distributed to the labor market, usually covers six areas:
general description of the job, responsibilities, specific duties, requirements
for employment, compensation, and application method.?

Sample Job Posting

Here is a sample job posting for a hypothetical arts organization in a commu-
nity with a performing arts center. Often this type of posting is derived from
the job description for the specific position. (For more information about
ticket service job opportunities go to www.intix.org/index.php. This Web site
offers a glimpse into the wider world of event ticketing.)

The Harper Performing Arts

Center invites applications for the position of Ticket Services Manager. This is
a full-time, 12-month, administrative staff position supervised by and report-
ing to the Managing Director.
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Responsibilities

The incumbent will have general responsibility for the sales and accounting
of individual tickets and subscriptions for productions by the Performing Arts
Center. The Ticket Service Manager will perform the following duties:

1. Provide daily operation of a ticket service in a courteous and efficient
manner through telephone sales, exchanges, and reservations. In
addition, he will process Internet orders, mail-orders, e-mail, and
voice-mail messages related to sales.

2. Using a computerized ticketing system, account for daily income and
issue timely sales and deposit reports. In cooperation with other staff,
maintain a ledger file of revenue from cash sales, credit card charges,
money orders, and open accounts.

3. Provide general information in response to inquiries about the
Performing Arts Center and various performing arts events.

4. Update information on the Ticket Service Web site on a regular basis.

5. Train, supervise, and schedule a staff of three and five volunteer
assistants in customer relations, subscription and single ticket sales,
and general daily ticket office transactions.

6. Assist with marketing projects as needed and specifically with the
following: (1) manage the ticket service and supervise the concession
operations the night of performances and (2) train and supervise a
house manager and ushers.

7. Assist with the maintenance and development of mailing and e-mail
lists for arts events.

8. Provide statistical reports on sales, subscriptions, and attendance at arts
events during the year.

9. Perform other related duties as required.

Requirements

Three or more years of experience in ticket office and house management and
sales required. A proven record of accomplishment of positive interactions with
customers and staff required. Other desired qualifications include a performing
arts background, excellent computer skills, and familiarity with office equipment.

Compensation
Salary commensurate with experience. Full benefits package available.

Applications
Send cover letter, current résumé, and three letters of reference to the Human
Resources Dept., Harper Performing Arts Center. EOE/AA.
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This “Sample Job Posting” shows how a staff opening might be worded. A
shortened version of this description normally appears in a newspaper or job
placement listing service. Let’s look briefly at each section of this description.

General description

The opening paragraph describes who is looking for what position and for
what length of employment. The opening also clarifies to whom the employee
reports and by whom the employee is supervised. Regardless of the exact
wording chosen, these basic ingredients can be used in any job description.

Responsibilities

The next section of the description lists the employee’s general responsibili-
ties in the job. This example clarifies the scope of the job, the types of shows
done, and the departments producing the events.

Specific duties

Here you have the opportunity to list the tasks you expect the employee to
carry out on a regular basis. In the example, the duties are ranked in order of
frequency. Items 1, 2, and 3 are daily and weekly tasks, and items 4 through
7 occur on a monthly or semiannual basis. You can extrapolate this section
to almost any job in the organization. The wording will be different, but per-
formers, shop staff, ushers, museum guards, curators, and so on, all have lists
of specific duties.

Requirements for employment

The education, experience, and specific knowledge, skills, and abilities (KSAs)
required are listed in this section. The KSAs are important indicators in the
screening process. Do the applicants have the knowledge of the area you are
trying to fill? Do they have proven skills in specific tasks you need done? Do
they have the general abilities to succeed in the job as defined? You can fur-
ther clarify your KSAs by indicating which are required and which are desired.
You may require applicants to have skills in specific software applications, but
desire that they speak a second language. This specification does not mean
that the employee must have these skills. In fact, she may bring unanticipated
skills to the job that will benefit your organization.

Compensation

There are differing opinions about what to list for salary information. In
some cases, unions may require that the salary be stated in the advertisement.
In other cases, you may use a range to suggest some latitude in the salary to
be offered. For example, “in the mid-20s” may mean as little as $23,000 to
as much as $27,000. Other listings will simply say “compensation commen-
surate with experience.” This lack of salary information could create budget
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problems for a manager when it comes time to negotiate a salary offer. For
example, you might be wasting your time by talking to an applicant who is
making $40,000 when all you can offer is $30,000.

One way to cover not posting the salary is to be sure that you clearly state
the experience level required for the job in the requirements section. If you
require a MA or MFA (Master of Arts or Master of Fine Arts) or equivalent
experience, the applicant should take that to mean at least one to three years
of work. This equivalent experience idea is based on the fact that most MA or
MFA programs require two to three years to earn the degree. In the end, you
may save yourself and the applicant a great deal of confusion if you are clear
about the compensation levels at the beginning.

Benefits
The term full benefits usually means the following:

Health insurance
Life insurance
Disability insurance
Retirement benefits

The benefits package an arts organization can offer is a budget decision in
many cases. The cost of benefits can run as much as 40 percent of an employ-
ee’s salary. Remember, as an employer the organization must pay part of the
Social Security and other taxes as part of the benefits cost of an employee. In
addition, many arts organizations expect employees to pay a portion of the
health insurance. The employee’s share may be as high as 50%.

Application method

The final section of the job posting explains what is required for the appli-
cation, when it is due, and to whom it should be sent. This section of the
description is the appropriate place to state your concerns about seeking
applications from special constituencies. You also want to include your par-
ticipation in an equal-opportunity employment process.

THE OVERALL MATRIX OF JOBS

In the initial stages of forming an arts organization, time must be spent ana-
lyzing the minimum number of people required to operate the enterprise.
This task is best done by identifying the key functions the organization must
perform to present its mission-driven programming. For example, if you pres-
ent concerts of chamber music, a series of major activities have to be done
if you want to sell tickets for a performance on a specific night in a specific
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place. At the very least, you will need someone to assume the function of pro-
moting and publicizing the concerts. If the budget for the organization does
not permit hiring someone to do this work, you still must fulfill these job
functions. In small organizations a board volunteer may take on the job func-
tion of promoting the series or the one staff person on the payroll will take
on these duties as the concert performance schedule demands. Regardless
who is doing the work, having a job description with a set of clear responsi-
bilities and duties allows the essential work to be done.

As you begin to get a clearer picture of the overall scope of the jobs required
to make the organization function, your job descriptions should reflect how
you are going to achieve your objectives determined in your planning process.
The number of full- and part-time employees and contractors and how they
all relate to the performance season or exhibition schedule becomes the foun-
dation of your operating budget. When salary and benefits often account for
up to 80 percent of an arts organization’s budget, it is critical that the man-
ager keep the overall picture of the staffing as clear as possible. For example,
when it comes time to initiate a new program or project, the ability to look
at the overall organizational structure can prove helpful. Seeing where you
can make adjustments and predicting the possible impact of staffing changes
should make the planning process less difficult.

CONSTRAINTS ON STAFFING

The costs related to staffing a position play a key part in the constraints placed
on managers. For example, if you hire an administrative assistant for $20,000,
your first-year costs need to include at least another $8,000 for benefits and
taxes. If you consider a $28,000 staff position over a five-year period, assum-
ing an inflation rate of 3 percent, your salary and benefits cost for this posi-
tion will be in excess of $32,000 by the fifth year. Over five years, you will have
paid out more than $153,000 in salary and benefits. This cost does not include
equipment or extra training the employee may require. Assuming you are able
to justify the expense for the staff addition, you must still face the ever-increas-
ing complexity of laws and regulations that control hiring in the United States.

Government regulations

Arts organizations are not necessarily exempted from the rules and regulations
on hiring. The Equal Employment Opportunity Commission (EEOC; www.
eeoc.gov) rules generally apply to all private and public organizations that
employ 15 or more people. In addition, some state laws supplement various
federal laws. In Chapter 4, The Adaptive Arts Organization, we discussed the
impact of the political and legal environment on arts organizations. Here are
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examples of some of the major pieces of federal legislation that affect the hiring
process:

The Title VII Civil Rights Act (1964) and the Equal Employment
Opportunity Act (1972) prohibit employment discrimination based on
race, color, religion, sex, or national origin.

The Equal Pay Act (1963) prohibits wage discrimination based on sex.
The law requires equal pay for equal work regardless of sex.

The Age Discrimination Act (1967; amended 1973) protects people
from 40 to 70 years old against discriminatory hiring.

The Rehabilitation Act (1973) provides for affirmative action programs
for hiring, placing, and advancing people with disabilities.

The Mandatory Retirement Act; Employment Retirement Income Security
Act (1974) was designed to prohibit mandatory retirement before age
70. The law also provides for some pension rights for employees.

The Privacy Act (1974) gives employees the right to examine letters of
reference in their personnel files.

The Pregnancy Discrimination Act (1978) requires pregnancy and
maternity to be treated as a legal disability.

The Immigration Reform and Control Act of 1986 requires employers
to check the identities and work authorization papers of all employees.

The Americans with Disabilities Act (1990) requires businesses and
public services to open up jobs and facilities to disabled people.

The Older Workers Benefit Protection Act (1990) prohibits age
discrimination in employee benefits.

The Civil Rights Act of 1991 strengthens Title VII of the 1964 Civil
Rights Act, granting the opportunity for compensatory damages and
clarifying the obligations of employers and employees in unintentional
discrimination cases.

The Family and Medical Leave Act (1993) allows up to 12 weeks of
unpaid leave during a year for the birth or adoption of a child, family
health needs, or the employee’s own health needs.

Each state and local government also has various employment rules and regu-
lations in place. Licenses, fees, and annual reporting and tax filing are just a
few of the many requirements that must be complied with. State and local
government Web sites routinely list various laws, regulations, and procedures
for running a not-for-profit business.



Organized labor

An organization required to employ people working under a union con-
tract must adopt rules and policies for employment that fulfill specific legal
procedures agreed to by the union and the management. Although union
membership has been dropping steadily since 1956, a variety of unions
represent various employment groups in the arts and entertainment indus-
tries. Unions represent artists and craftspeople such as actors, singers, musi-
cians, writers, directors, choreographers, and technicians. In addition, specific
contracts with unions like the Teamsters (who may control the loading and
unloading of trucks at the performance space) might be required in larger
metropolitan areas. Some states are designated as “Right to Work States,”
which means unions have less control in hiring and employment. With that
said, a performing arts center in a Right to Work State (there are twenty-two
such states) may have a contract with various unions. However, in a Right to
Work State you cannot be compelled to join a specific union to keep your job.

The human resource function of an arts organization must take into account
the myriad rules and regulations that typically accompany a union contract.
We discuss this later in the chapter in the section Unions and the Arts.

RECRUITMENT

Depending on the situation, you may face many or few choices in filling a
staff position. The range involves the limits placed on the overall contractual
relationship between the employees and the employer. If you need an extra
electrician for a lighting setup in a union theater, the local sends over whom-
ever it has on call. If, on the other hand, you need to fill the position of head
electrician for the theater complex, you may take steps similar to filling a sala-
ried staff opening.

The three steps in recruiting for a standard administrative staff position are
advertising the opening, screening possible candidates, and critically evaluat-
ing possible candidates for a list of finalists.

Internal

As you may know, many jobs are filled before anyone hears about the open-
ings. The internal recruitment process is common in companies that have a
promote-from-within policy. For example, if you are hired as the assistant to
the marketing director for the museum and you are aware that the promotion
policy favors internal candidates, you may have an additional motivation to
do your best work. In fact, many organizations lose good employees because
there is no room for advancement within the organization.

Recruitment
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External

Many arts organizations use a dual policy of internal promotions and external
recruitment. As organizations seek to create multicultural staffs, active external
recruitment has become a regular procedure. When doing external recruiting,
there are various avenues to pursue, depending on what you seek. Some orga-
nizations may arrange auditions just to build files of possible performers for
the future.

Specialized publications like ARTSEARCH* can be used to seek out executive
and administrative staff, designers, technicians, and craftspeople. Variety and
other trade newspapers covering the arts and entertainment industry offer
job postings online. In fact, the wealth of online opportunities can be over-
whelming. Simply posting your job openings on the organization’s Web site
may be sufficient to attract a good applicant pool.

Finally, a professional recruitment service can be hired to find candidates for
higher level executive positions in the organization. Although “head-hunter”
services may be an extra expense, they may also generate the most likely can-
didates for executive level positions, such as a museum director or artistic
director. A designated subcommittee of the board may also carry out searches
for executive-level personnel.

Recruitment philosophy

There are two fairly common philosophies about recruiting.> One approach
assumes a traditional “selling” of the organization, and the other takes the
“realistic,” or real-time, approach. In the selling approach, you stress the most
positive features of the job and the work environment. Essentially, you try to
present an upbeat picture of the organization. The real-time approach tries to
depict accurately what day-to-day life is like in the organization. Try to pres-
ent an objective view of the work situation and be forthright about answer-
ing questions about the less positive aspects of working in the organization.
Organizations often blend these two approaches in their recruitment activi-
ties, but the tendency is to sell the organization. After all, who wants to paint
a picture that might scare off the applicants?

People involved in the recruitment process have been known to use the realis-
tic approach to discourage candidates that they perceive as not “right” for the
company. Obviously, care must be taken when selling the organization in the
recruitment process. If an interviewer frames the wrong picture of the organi-
zation, an applicant could be very unhappy once she gets the job.

Recruitment difficulties

Arts and other nonprofit organizations have complex personnel needs like
any other business. Arts organizations hire people for vastly different kinds



of jobs to fulfill their mission. Recruiting a soprano for an opera, hiring a
marketing director, filling an administrative assistant position, or negotiating
a union contract with the musicians or stagehands requires different priori-
ties and screening strategies. As noted, recruiting staff for salaried positions is
often difficult because many arts organizations do not offer competitive pay
rates. Artists, on the other hand, often negotiate contracts through their agents
that exceed union scale minimums. Employees who work for wages that are
negotiated by union representation often receive pay at