EURASMUS UNIVERSITY ROTTERDAM
Erasmus School of History, Culture and Communicatio
Master’s Program Cultural Economics and Entrepreneuship - 2013-2014

Master's Thesis

Master's Candidate: Silvio Mini — 388151

ELICITING VISIONSOF THE PERFORMING ARTS

A qualitative research on cultural entrepreneurship

in the performing arts in Rotterdam

marketing

progfitfiming

diff@?lﬁhtle

m‘ml&ble

netwotk

e

Supervisor: Dr. Mariangela Lavanga
Co-Reader: Dr. Christian Handke

(20511 words + Bibliography, Appendices and CD-ROM)



Table of Contents

N 1S I o N 5
ACKNOWLEDGMENTS .. eeer et e e e e et e e et e e e e mae s e e e eta e e e e aanaeeeennas 7
I 1V I 2 101 L O I 0 L 9
1.1 ENTREPRENEURSHIPRELEVANCE AND ISSUES. ... .ccitiiiiiitiii e e e ettt ettt e e e e e e e e eeeananen s 9
1.2 RESEARCHINGENTREPRENEURSHIPAPPROACH ANDAUMS ......ciiiiiiiiiiiiaaaeaeeaeeeeeeeenabsnieen e e e e e e 10
1.3 CONTENTOUTLINE .. etttttttttta e e e e e e e et e eeeeastbab e s e as e e e e e e aaaeeeaeete bt aaaa o e e e eaaaaaeeesnbebnnnannsaeaeaeaaaaaaeees 11
2 ENTREPRENEURSHIP: AHEURISTIC APPROACH.......ccoii e 13
21 2.1ENTREPRENEURSHIPA MULTIDIMENSIONAL CONCEPT......ititieiiitiiiiiiiiiiiiaaaaeeeeeeeeeeeeeeeessesennnnnns 13
2.2  THEAUSTRIAN SCHOOL OFECONOMICS AND THEORIGIN OF ENTREPRENEURSHIP......cccviieeiiiiiieeaenns 13
2.3 APPROACHES TO THESTUDY OF ENTREPRENEURSHIP......cettiitiitrieeteesiitteeeeeessnneseaessssnsseeeessnnnnneens 15
2.3.1 The Personal Trait Approach to EntrepreneurshiPa........ooovecciiiiiiiiiiiiiieeeeee e 16
2.3.2 The Behavioral Approach and Corporate EntreprenBifrS............uuveveeeiiiiieeeeeeeiieiiisiieeecenns 16
2.3.3 Perceiving and Exploiting Opportunities. Entreprarghip as a Process...........cccccoevvvvv e 17
24 THE RISE OFENTREPRENEURSHIP. ... e iiiiiitititttttiie s e e e e e aaeeeeeeaaeesssbasaaa e s e e e e e aaaeeeeesbsbanann e e aeeaaaaaans 20
2.4.1 The Evolving Relevance of Small Businesses fordamnGrowth............cccccceeeeininiiiiiicceen. 20
2.4.2 From Urban Management to Urban EntrepreneurialiSm.............cccoiiiiiiiiiiiiiiiiiiiieeeceeeenn. 22
2.4.3 Urban EntrepreneurialiSm and CUIUIE.........coom e ieeiiiiiiiiiiieeiie e e e e e e e e e sssssneerreeneeeeeeee e 23
2.4.4 Entrepreneurship and Cultural POICY ........cccccoiiiiiieeee e e e e 24
2.5  THECULTURAL ENTREPRENEUR ORIGINS AND UNIQUENESS........iittiiieeesiiiiieeeeessntreeeeeessnneeeeeesnnnes 26
2.5.1 The Cultural Entrepreneur. Early NOtONS. ....cccomuuuviiiiiiiiiiieiireiieeee e e e ee e eaaaae s 26
2.5.2 The Unigueness of Cultural Management: the “HadisWalue-Chain ..........cccccccoeiiiiiiiiiiieee 27
2.5.3 An Economic and CUltUIal VISION .............ouuseuumemneiniiieiieieiaeeaaaaaa e e e e e s s asseeseeeeeeeeeaaaaaaaeaens 27
2.5.4 The Rhetoric Dimension of the Cultural ENtreprenewUr............ooooiiiiiiiiiiiiiieeeeeceee e 28
2.6 NON-PROFITART ORGANIZATIONS AND EVOLVING REVENUE-SCHEMES........cccciiiiiiiiiiiiiiaan e e e e e eeeeeeeees 30
2.6.1 Stakeholders and Decisions in Non-Profit Arts OgatioNnS...........c.ceveeeeeeeieiiiiiececeeeemnennns 30
2.6.2 Revenue-Schemes: Alternatives, Threats and OPPHERIN..........ceevveriereeeeereeririieesiccineennns 30
2.6.3 Government Support, Market Orientation and Finahti@alth .......................ccccoooiiiiceee 31
2.6.4 Commercial Ventures and Spending PatternsS............ueeeiiiiiiiiiiiiirreee e 32

2.6.5 Revenue-Schemes and Theater Programming ...« eeeeeeeeeeeiaeeaaaaaeaeaesaaasenseeeeeeeeeeeeaes 33
2.6.6 Evolving Revenue-Schemes and the Decision Pro€éss Bntrepreneur...........occvvveeeiiicenm 34

2.7 (O] o8 1] (] TS 36

3 AIMS AND METHODOLOGY ..ottt nree e 39



3.1 INTRODUCTION .t ttttttttase s e e e e e et et eeeeetete s e s e e e e e e e e e eeeeeeee e sens s s e s e e e e et e e e eeeen s e s a s e e e e e e e e e eeennnnnnnnas 39

3.2 IMETHODOLOGY ..ttt ettt ettt oo e e e e e e e e ettt et tba b oo e e e a2 e et e e e eebebbaa e s e e e e e s e e aaeeaeeeeennnnnnnn i es 39
3.3 THE RESEARCHQUESTIONS. ...ttttuuteettttiseestttiseestettseeesastasaaesestan s eesestanseesestansaeaeessnsaeeeessnnneeaeeenen 40
3.4 RESEARCHMETHODS.......cittetitttttiae e e ettt s e s e o2 e e e et e et ettt bbbt e e s e e e e e aeeeeeesaensnnnbaan e e e e eaaaas 41
3.5 THE DESIGN OF THEINTERVIEW. ... ittt eeeeteeeeeeetbttas s e e e e e e e et e e e eeeeeeas bbb e e s e e e e e e e e e eeeesbnban e e e e aaaaaaas 42
G I S T T PR PERP 45
3.7 DATA COLLECTING. .t tttttteetittteteeestantttteeeesatteeeeessasseeeaesaanbbeeeeaesanbbeeeeeeesanbbeeeeeesansaeeeeesansbneeeeessanes 49
I S B B 7\ /N N7 2] PSPPSR 50
3.9 LIMITATIONS AND EXPECTATIONS ....ciiutttttttetiiutttetteesaattiteeeeesanttteeeasassssseeeessannseeeeeesasnnseeeessannsseness 52
3.10 ACADEMIC AND SOCIETAL RELEVANCE .....uiiiiiiiiiiieiiiitteae e e e et e e et e eee ettt e e e e e e e e e e e eeeaebaba e e e eeas 53
.11 CONCLUSIONS. ... eeieteeeeetttttt e e e e e e e e e e eeetetbas e oo oo e e a2 e e e et eeetebaba o e e e e e e aeeeeaeeneeesebbabaanaaeeeeaaaaeennes 53
R e 0 U 1 T 55
4.1 INTRODUCTION ettt e e e e e e e eeeeeeeestebaaa e e e s e e e e e eeaaeeeeaeesebebaa e o e e e e e aeeaeeaeeetbsbnnaaa s e e e eeeaaeeeennsnnnnnan 55
4.2 ENTREPRENEURSHIP AS ANNSTITUTIONAL INCENTIVE.....ciiiiiiitiiiiiiiiiaa e e e e e e e e e e eeeeebeesnntai e e e e e e e 55
4.2.1 Entrepreneurship: a Personal PErSPECHVE ...ceuuviiiiiiiiiiiiiieiieeeee e e e 55
4.2.2 Entrepreneurship as @ CHEEION ... .....tummmm e eeeesessesssstenteseaeesrererereeeaeeesassnsssnssnnrrnsrerrrerreees 57
4.3  ENTREPRENEURSHIP AS ANDPPORTUNITY ...uttttetiiuuttteteessannttneeeesannnsseeeesassseeeessannssseesesssnssneesesssannnnes 58
4.4  ENTREPRENEURSHIP AS SBTRATEGY ....uutttitteeiiittteteessautteeeeesaassteeessssssssesesssnssseeeessansmseeesssnnnnnesd 60.
4.5 ENTREPRENEURSHIP AS AVISION ....tuieeeeeeeteeetettttiaa e e s e e e e et e eeeettesasbbab e e s e e e e e aaeeeesesbnbann e e e aaaeas 62
4.6 THE MAIN NARRATIVE: ENTREPRENEURSHIP ASOCIAL ACCOUNTABILITY oiiiiiiiiiiiiiiiiian e e e eeaaeeeeeeenns 63
4.7 ENTREPRENEURSHIP AS ALRITERION: MANAGEMENT OVER STRATEGY ...cciiiiiiiiiiniiiaaaeaaeaeeeeeeennnnnnnnnns 66
4.8 CONCLUSIONS. ...ttt e et e ettt eet bt e oo a2 e e e 22 e e et et e et et e bbb o4 o2 e e e e e et eeeee bbbt s b ae e e e e e eeaeeeeeenbnnnnnnnns 67
LI O @ N[ I 0] [ ]\ S 69
ST A 1N 1210 0 10 o T N PP PURRT 69
5.2 MAIN FINDINGS: CREATING VALUE THROUGH NETWORK AND PROCESS........cuvviiieeiiiiiiiee e ssiiieeeee e 69
5.3  LIMITATIONS AND AVENUES FORFURTHERRESEARCH.....ccceiiittiitteesiitiiieeeessitieeeeesssteeeeesssnnnneeeeenans 70
D14 CONCLUSIONS.....cetiuttteteeesattteteee e s ettt eeeee s s abtaeeeesasbeeeeeeesantbeeeeaeeasbbeeeeeesanbaeeaeesantbeeeeeessanbaneeeeesanes 71
1= ] IO L] A e I S 73
B APPENDICES ... .ottt e et e e e e e e e e e e n— e a et e et 81
L N 1N 12 T0 10 10 o T N PP URRT P 81
6.2 ROTTERDAM: THE ORIGIN OF THEENTREPRENEURIALCULTURAL POLICY ....cooiiiiiiiiiiiiiie e 81
6.2.1 Rotterdam and the City's Cultural PIaNnS.............oooiiiiiiiiiiiiie e 81
6.2.2 The Cultural Plan 2013-2016 and the Criterion oftEepreneurship ...............cccccvvvvivves onn. 82
6.2.3 Criterion of Entrepreneurship. A Pre-Research om Applications. ... 84
6.2.4 Subsidies to the Performing Arts: Cultural Plan 2012 and 2013-16 ........cccccevveeeeeeevieiicnnnns 85
6.3 RESEARCHMATERIALS ....citttiieeeeiitteeeee e s atbeeeee e s s sttt e e e s asbbe e e e e e s satbeeeeeesaasbbeeeeeesanbbaeaeessntbneeeaesanes 86

6.3.1  First INtrodUCtOry Malil...........cciiiiiiiitmmm et e e e e e e e e e e e e e e e s s e s e e e e e e e eeeaeeaeeeesaesaanannns 86



6.3.2 Mail Introducing the TopiCs Of the INTEIVIEW ... 87
6.4  INTERVIEWS DATE, ORGANIZATIONS, INTERVIEWEE ......ceeiitireitteeessseressseeeesnseeessssnsesssesessssesssnsnees 88

(The image on the cover is the Tag Cloud with ¢metop recurring words that the respondents adoplisdussing the

vision of the future of the performing arts)






Abstract

The most recent approaches have defined entrepsimguas a process of opportunity
creation and exploitation based on knowledge andi@ms. The focus of the research has shifted
from parameters and performances to people anép#ros, while the qualitative approach has
entered economics to investigate how the particgoameract in the market, spotting missing

information and actively creating new sources dfiga

The present research combines these theoreticalmatbdodological insights in order to
investigate entrepreneurship in the performing. aftee thesis discusses the results of ten semi-
structured interviews carried out among performarts practitioners of Rotterdam. The thesis
explores how these practitioners put entreprenguréfito practice, combining institutional

incentives, market opportunities, organizationedtegies, and visions of the future.

Through a computer aided analysis of the themeslendarratives that the respondents have
elaborated on throughout the interviews, the regatlicate that the practitioners in the performing
arts are mainly working to enhance the social actadility of their organizations. The emerging
business models and the implications for the caltpolicies are addressed, indicating avenues for

further research.

Keywords: entrepreneurship; cultural entrepreneurship; prereeurship in the performing

arts; economics of the performing arts; culturdiqyo
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CHAPTER1—INTRODUCTION
1 Introduction

This thesis investigates how entrepreneurship isimio practice by practitioners in the
performing arts. The research attempts to tackieepreneurship as a heuristic and holistic decision
process. The investigation focuses on knowledgmdtion, knowledge asymmetry, perceptions,
and opinions. The aim is to take the practitionest&indpoint to individuate the personal
perspectives, opportunities, strategies, and véstbat shape their decisions in everyday practice.
Following recent theoretical models of entrepresbir (Shane & Venkataraman, 2002; Sarason,
Dean & Dillard, 2006), the study assumes that @nérgeurs do not only spot existing opportunities,
but co-create these opportunities, interacting wita cultural and economic system that they
inhabit.

The sample of this research is provided by practgis operating in the performing arts in
Rotterdam. Producing companies and organizatiomsagiag theater venues are both included.

The present chapter outlines the aims of the aisalyshile introducing the main sections in

which the information is organized.
1.1 Entrepreneurship: Relevance and Issues

Over the last decades, entrepreneurship has beeragingly addressed as a key determinant
of economic growth (Davidsson & Wiklund, 2001). duch a perspective, entrepreneurship has
become a common criterion for the cultural polidiest want to stimulate creativity and business
growth beyond the cultural realm (Gray, 2007). Hoere entrepreneurship still lacks a shared
definition (Ahmad & Seymour, 2008). It is interew}j therefore, to investigate how practitioners in
the cultural sector put entrepreneurship into pracand how cultural dynamics interact with
institutional incentives.

The cultural policies of Rotterdam provide the feamork to conduct such an analysis. Over
the last decades, the urban and cultural policiethe city have increasingly stressed the role of
public and private partnerships (Hitters, 2000; $&u8/an der Borg, Lavanga & Mingardo, 2005),
and, in the Cultural Plan 2013-2016, entreprenaprishs been introduced as the main criterion for
the allocation of the structural furfds

In the final published report about the CulturahriPl2013-2016, th&®aad voor Kunst en
Cultuur (2011) has identified in the fields of Dance, Tieeand Stage, the organizations proving

1 See the Appendices (section 6.2) for a wider thtotion to the cultural policy of Rotterdam, a dethdescription of
criteria adopted for the allocation of the struatufunds in the Cultural Plan 2013-16, and a sumnedrthe pre-

research conducted on the applications.
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the most unsatisfactory performances in the caterof entrepreneurship. The applications
submitted by the organizations operating in thddfief Dance, Theater and Stage have been
addressed as “uninspiring reports”, offering noions of future scenarios for economic
sustainability and artistic creativity. The relaiship between entrepreneurship and the performing
arts thus seems to be particularly worthy of anslys

In addition, in the Netherlands, the performing drave had one of their main stakeholders in
the government. Consistent with the trend of tharit developed countries, and following the
introduction of the German system of contributiorttie arts (Hitters, 1996), government subsidies
currently constitute 38% of the income of the tkedtalls and 85% of the income of producing
companie$ Cuts in the structural funds of the city courafflect, therefore, a relevant source of
income for the performing arts. Since the perfogramts in Rotterdam have received 13.71% less
in subsidies in the Cultural Plan 2013-2016 thatha Cultural Plan 2009-203,2an impact on the
strategic decisions of the practitioners may beeetqa. Understanding this impact is one of the
aims of the present research. Elucidating how tlaetpioners make their decisions may actually
provide clues about future developments in thegoering arts.

The performing arts organizations of Rotterdamudel producing companies (organizations
mainly touring with original shows in different @ers) and companies managing theater venues
(organizations mainly programming shows in a speeénue). These organizations have different
artistic and business aims, but they all operatthénrealm of the performing arts, offering “live
performances at a given moment in time” (Towse,02q1 200). These organizations that have
produced uninspiring reports on entrepreneurship leave suffered budget losses during the last

Cultural Plan are the focus of the present study.

1.2 Researching Entrepreneurship: Approach and Aims

The main research question that steers the reseanche stated as follows:

RQ: “How is entrepreneurship, as a heuristic dearsiprocess, put into practice by
practitioners in the performing arts?”.

Following the invitation to a qualitative approaithentrepreneurship (Busenitz e al., 2003;
(Neergaard & Ulhoi, 2007; Bygrave, 2007), this egsh conducts a series of semi-structured

2 Source: Theater Analyse Systeem (2010) by VS@#efiging van Schouwburgen en Concertgebouwd@grti
Poppodia in cijfers (2011) by VNPMéreniging Nederlandse Poppodia en -Festiyalinst in cijfers (2010) by
OCW (Ministerie van Onderwijs, Cultuur en Wetenschap

3 See the Appendices (section 6.2.4) for a charbrtiely the level of subsidies received by each qreming arts
organization in Rotterdam during Cultural Plan 2092 and 2010-2013.

10



CHAPTER1 - INTRODUCTION

interviews to capture the standpoint of practitiengperating in the performing arts. The interviews
investigate perceptions and opinions of the piiacitrs in order to elicit their vision of the fugur
These visions are expected to shape the developphém performing arts. As Sarason (Sarason et
al., 2006) points out, entrepreneurs do not ontlividuate external opportunities, but they also
contribute to their creation through their thougdmsl beliefs.

The results of this research outline what the afjiatdecisions are that the performing arts
organizations are now expounding in order to pasithemselves in their evolving competitive
environment. The analysis reveals that the cultarghnizations are working towards increasing
their social accountability. Opening up the procibsd tries to generate this social accountability,
the research provides some clues for understandiygentrepreneurship, as a criterion, turned out
to problematic in Cultural Plan 2012-16. Finallyetresults suggest that evolving business models
in the performing arts are of interest for furthesearch.

1.3 Content Outline

The present thesis consists of four chapters. @h&ptonducts a literature review to come to
the definition of entrepreneurship that drives shedy. Chapter 3 elaborates aims and methodology
of the empirical research. Chapter 4 discussegdsualts of the data analysis. Chapter 5 finally
summarizes the conclusions and suggests avenukstfeer research.

Additional information about the research desigd #re cultural policies of Rotterdam are

discussed in the Appendices. The attached CD cmnthe transcription of the interviews.

11
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2 Entrepreneurship: a Heuristic Approach

2.1 2.1 Entrepreneurship: a Multidimensional Concept

Every literature review on entrepreneurship hasar&ed on the lack of a clear definition
(Ahmad & Seymour, 2008; Baumol, 1993; Montanye, 20Bhane & Venkataraman, 2000). “The
theory of entrepreneurship is one of the weake&slin modern economics (Montanye, 2006, p.
547). “Rather than explain and predict a uniquecsempirical phenomena, entrepreneurship has
become a broad label under which a hodgepodgesefireh is housed” (Shane & Venkataraman,
2000, p. 217). Fourteen complementary definitions lgsted in the OECD report (Ahmad &
Seymour, 2008). The entrepreneur “is at once oriteeomost intriguing and one of the most elusive
in the cast of characters that constitutes theestilgf economic analysis” (Baumol, 1993, p. 2). The
concept of entrepreneurship is contemporarily lthk® consumers' interest, social benefit,
innovation, rent seeking, profits, industrial orgation, institutional change, economic evolution,
human action, economics, sociology, psychologyphysand political sciences.

Over the last decades, research on entrepreneunsBisimultaneously followed all these
pathways. According to Davidsson and Wiklund (20G#&¥search on entrepreneurship has turned
into a multidimensional concept that encompasses t¢bmplexity of the entrepreneurial
phenomenon. Different conceptualizations coexistl aetermine different approaches to the
empirical research.

This literature review explores the main approadbetbe study of entrepreneurship in order
to articulate the definition relevant for the pmaseresearch. Classical and contemporary
contributions are merged to support a holistic apph to the analysis of entrepreneurship in the
performing arts. The chapter defines entreprengqurag a heuristic decision process, based on
opinions, perceptions and expectations. (1) Fitst, origin of entrepreneurship and the main
approaches to the concept are discussed. (2) Thenise of entrepreneurship over the last decades
is traced, till the emergence of the cultural gmieeeur. (3) The uniqueness of the cultural
entrepreneur is therefore pinpointed. Finally, f@husing on the performing arts, the outcomes of
changes in the revenue-scheme are considered. Thasges are indeed similar to the ones that
must be faced by performing arts practitioners thatpresent research investigates.

2.2 The Austrian School of Economics and the Origin oEntrepreneurship

The first definition of entrepreneur was provided @antillon in 1755, but the concept was
introduced in the economic theory later in the Nhaeath Century, when the Austrian School of

Economics challenged the neoclassic assumptiomperdéct competition and perfect information

13
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(Montanye 2006; Kirzner, 1973). As Kirzner summesiit:
“Mainstream economics has always assumed that igxjdm of gains from trade
will take place automatically, as soon as the gaxseed the relevant costs. This
assumes that all opportunities for winning purengaare instantly perceived and
exploited. (...) [The] Misesian-inspired perspectime markets permits us to see
market processes as ones in which such opportsiriti@therto overlooked — come
to be perceived and exploited. This has openednuenérely fresh dimension for
economic activity, a dimension necessarily missirgm an equilibrium-bound
microeconomics. This dimension is that of entrepueial alertness and

entrepreneurial discovery” (Kirzner, 1994, p. 1@¢1L

Several scholars have contributed to the developroérihe entrepreneurial approach to
economics. Knight (1921) introduced the conceparafertainty, defined as “the fact of ignorance
and necessity of acting upon opinion rather thasmkedge” (Knight, 1921, p. 268). Mises (1949)
articulated the connection between uncertaintymodt, describing the entrepreneur as “the ficst t
understand that there is a discrepancy betweenig/laine and what could be done” (Mises, 1949,
p. 260). Kirzner (1973) called these discrepanteportunities” and specified entrepreneurship as
alertness to opportunities. Finally, Schumpeted@)3stablished entrepreneurship — the invention
of new commodities and new ways of production theesmain determinant of economic growth.
“Schumpeter proposed a theory of creative destmactvhere new firms with entrepreneurial spirit
displace less innovative incumbents, ultimatelydieg to a higher degree of economic growth”
(Audretsch, 2003, p. 2).

Specific to all the economists of the Austrian Sihe the leading role of the entrepreneurial
discovery in the market process (Kirzner, 1997Y. ffam being rational actors acting on perfect
information, the entrepreneurs bring about the etadquilibrium, acquiring knowledge through
interaction. In the Austrian perspective, theren® such thing as perfect information. Each
entrepreneur has his own level of imperfect infdraraabout the market, which he derives from
being alerted to the effectiveness or the failuréhe plans of other fellow entrepreneurs. Failures
and successes on the market guide the entreprahdisgovery, which is an imaginative reflection
upon uncertainty. The entrepreneurs, like every druactor, operate in an open-ended world that
they continuously scan in search of unnoticed amprsing features. Such is the unintentional
search for opportunities:

“An opportunity for profit cannot, by its natureg the object of a systematic search.
Systematic search can be undertaken for a pieeeissfing information, but only

14
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because the searcher is aware of the nature of wehdbes not know, and is aware
with greater or lesser certainty of the way to fiogt the missing information”
(Kirzner, 1997, p. 71).

From the Austrian perspective, this research isetigine that prevents the market dynamic
from proceeding any closer to completion. The ¢m&weur's imagination will always bring
continual change in tastes, resources and techioalggpssibilities. This change, in turn, does not
determine a mere redistribution of the income oa tharket, as assumed by the neoclassical
approach. Rather, the change that entrepreneues foings the discovery of a brand new source of
income:

“A discovered income is one gained not by earningtberwise receiving a share of
any given pie, but one gained by discovering thisterce of something valuable,
the very existence of which was hitherto wholly nown” (Kirzner, 1997, p. 75).

As Kirzner (1997) concludes, studying entrepren@prsneans moving from the market as a
system to the participants that act in it as irdlials. Approaching entrepreneurship means
understanding how market participants contend thighuncertainty of the future.

The study of entrepreneurship has followed sevamgdroaches. The main phases and
perspectives are discussed in the next paragraph.

2.3 Approaches to the Study of Entrepreneurship

The literature about entrepreneurship has beennizg through different categories
(Wortman, 1987; Landstrom, Harirchi & Astrom, 20Rsenitz et al., 2003; Minniti & Lévesque,
2008; Davidsson & Wiklund, 2001). Wortman (1987)geegates the main empirical studies
according to scopes and methodology. Landstromd&taom et al., 2012) conducts a bibliographic
analysis to identify the main contributors to theld of entrepreneurship, their career pathways,
their research interests and their founding woBtssenitz (Busenitz et al., 2003) investigates the
main articles published in leading management jalsrfrom 1985 to 1999, pinpointing recurrent
themes and scopes of the analysis. Minniti and $gwe (2008) distinguish among approaches
following the classical economic paradigm and réavelopments linked to the emergence of
behavioral economy. Finally, Davidsson and Wikl{a@801) categorize the literature according to
the level of analysis (micro, meso and macro).

All these reviews tend to organize the literatuneemtrepreneurship into three main phases,
differentiated by the main goal of the analysig. Alstart-up phase concentrated on the personal
traits of the entrepreneurs. (2) A second phaseskxt on the establishment of new organizations.

15
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(3) A third phase attentive to the process of ooty exploitation.
2.3.1 The Personal Trait Approach to Entrepreneurship

In the sixties, the research on entrepreneurshgpdeainated by the personal trait approach.
“Who is an entrepreneur?” was the research questimporting cross sectional design surveys
aimed at identifying the psychological featuresha entrepreneur (Gartner, 1988). The personality
tests aimed at distinguishing the traits of engapurs from the traits of non-entrepreneurs. The
tests investigated traits such as the need foeaehient, the locus of control, the propensity $& ri
taking, recurrent personal values and the relatipgssamong these categories and demographic
factors, such as age, gender, nationality, edutafitle studies failed to agree on remarkable
differences: “Most of the attempts to distinguigiviieen entrepreneurs and small business owners
or managers have discovered no significant diffgméng features” (Brockhaus & Horwitz, 1985,

p. 42-43).

When the personal trait approach revealed its idogsiveness, the attention shifted to the
organizational level. The focus was either on theatton of a new organization or on the
managerial procedures more supportive of an erneprrial attitude.

2.3.2 The Behavioral Approach and Corporate Entrepreneursip

The study of entrepreneurship focused on the orgéional level during the 80s and 90s
emerging as a branch of management (Zahra, 1991y Jecond phase of the research on
entrepreneurship has its initiator in Gartner. @art (1988) challenges the notion of
entrepreneurship as a personal state of being gpidtd entrepreneurship as a set of behaviors that
entrepreneurs must undertake to set up a new aagam. According to Gartner (1988), therefore,
the research on entrepreneurship is the study edetlbehaviors and their relationship with the
competitive environment.

Diverging from this initial focus on the establisam of new organizations, the literature
actually concentrated on the management of existnggnizations. When entrepreneurship met
management, many labels appeared: corporate esmepship, intrapreneurship, internal
corporate entrepreneurship, corporate venture r@iednial corporate venture (Zahra, 1991). All the
labels, however, share a common interest for th®cgss of creating new business within
established firms to improve organizational prdii&y” (Zahra, 1991, p. 260).

In this framework, different aspects were stressédhra (1991) interprets corporate
entrepreneurship as an administrative procesg, @ sganagerial procedures that help the company
to seize new opportunities in its competitive eonment. Widening the scope, Antoncic and
Hisrisch (2003) claim that intrapreneurship is aagtivity that stretches the organizational
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boundaries to new directions.

According to these definitions, the empirical reshaon entrepreneurship fostered studies on
the impact of managerial procedures (Holt, RutheifdClohessy, 2007; Kuratko, Montagno &
Hornsby, 1990; Zahra, 1991) and search behaviont(l&a Mezias, 1990) on the economic
performances of the organizations. Surveys werengtdadl to managers and employees by Zara
(1991) and Holt (2007), while quasi-experimentadige study and computer simulation were used
respectively by Kuratko (Kuratko et al. 1990) anant. and Mezias (1990). All the studies were
based on large profit organizations, concluding tosporate entrepreneurship was linked to better
financial performances and determined by adaptitategies supporting risk-taking and
discretionary decisions.

By the end of the nineties, however, the field mtrepreneurship had gone back to the classic
contributions of the Austrian School of Economidsghlighting the influence of external
opportunities on individuals and organizations (&h& Venkataraman, 2000). The current phase of
the research on entrepreneurship had thus started.

2.3.3 Perceiving and Exploiting Opportunities. Entreprenaurship as a Process

The role of opportunities in the entrepreneurialgass has been framed by the seminal works

of Venkataraman (1997) and Shane and Venkatara2@®0). Shane and Venkataraman (2000)
argue that the entrepreneur is neither defined Iy ke or she is (personal approach) nor by what
he or she does (behavioral approach). Rather, ritrepgeneurial phenomenon emerges out of the
dynamic interaction between opportunities and vadeniifies, evaluates and exploits them:

“In contrast to previous research, we define tleddfiof entrepreneurship as the

scholarly examination of how, by whom, and with wiedfects opportunities to

create future goods and services are discovered/uaed, and exploited.

Consequently, the field involves the study of searof opportunities; the process of

discovery, evaluation and exploitation of opport@s; and the set of individuals

who discover, evaluate, and exploit them” (Shan¥efakataraman, 2000, p. 218-

219).

The conceptual model of Shane and VenkataramanOj20@orms the definition of
entrepreneurship of the OECD, which Ahmad and Seyr(008) have formulated as follows:
“Entrepreneurship is about identifying and actipgm (enterprising human activity)
opportunities that create value (be that economidtural or social). Typically,
entrepreneurial activities require the leveragihgesources and capabilities through
innovation, but the opportunities themselves alwaglate to the identification of
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either new products, processes or markets” (Ahma&egmour, 2008, p. 14).

Since Shane and Venkaraman (2000) introduced toeiceptual framework, the notion of
entrepreneurship as a process of discovery of appities in a knowledge asymmetric environment
has been steadily reinforced. Busenitz (Busenital.e2003) suggests investigating “the nexus of
entrepreneurial opportunities, enterprising indisl$ and teams, and mode of organizing within the
overall context of dynamic environments” (Busengizal., 2003, p. 303). Eckhardt and Shane
(2003) claim that “the basis for entrepreneuridlvaty is rooted in an economic system in which
information is unevenly distributed across peogeckhardt & Shane, 2003, p. 345). According to
the authors, the research on entrepreneurshiptierteerved by studies of the entrepreneurial
process rather than by studies based on normatjuengnts about the performances of individuals
and organizations.

Recently, the nexus between entrepreneur and appiyrtas introduced by Shane and
Venkataraman (2000) has been elaborated in theefi@nthe structuration theory (Sarason et al.,
2006). The structuration theory has been develdyyeithe sociologist Anthony Giddens to explain
the two-sided relationship between the actors hedsbcial systemMisGiddens explains that actors
are the creators of the social systems, but theycanstrained by the overall system at the same
time. This two-sided relationship is applied by&an (Sarason et al., 2006) to the nexus between
the entrepreneur and the opportunity. Opportunitiesnot existper se but they come to be
perceived and developed during the venturing pgces

“When confronted with sources of opportunities, thetrepreneur draws on
processes and stocks of knowledge in specifying @at ‘facts’. Thediscovery

process is primarily concerned with interpretatioreaning, and communication and
cannot be understood independently from the emhgdsibcio-economic context.
(...) A structuration view suggests that opportusii@ee not merely ‘discovered’ but
are created, or instantiated, by entrepreneuriaciBpation, interpretation, and

influence” (Sarason et al., 2006, p. 296).

The iterative interaction between entrepreneursagebrtunities that Sarason (Sarason et al.,
2006) theorizes brings an accent to the concemntrepreneurship that the present research is
tackling. This concept describes entrepreneurshig heuristic process of opportunity exploitation
that starts in the meaning and in the resourcesfofmation that determine how the entrepreneur

frames the world.

4 Sarason (Sarason et al., 2006) mainly refers dol&is (1979; 1984).
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These recent contributions to the field of entrapreship testify, furthermore, to the
increasing and multifaceted interest for the em@eeurial processes. This interest comes from “the
belief that such processes have profound effect®roployment and economic growth on the
societal level is one of the major reasons foritlceeased interest in entrepreneurship” (Davidsson
& Wiklund, 2001, p. 3).

However, entrepreneurship has not always beenrgoat¢o the economic theory. The belief
that the level of entrepreneurship is a determir@néconomic growth is the result of several
evolutionary stages. The shift from managementrivepreneurship is summarized in the next

section.
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2.4 The Rise of Entrepreneurship

The personal traits approach, the organizationatagech and the process approach discussed
in the previous section represent the main phakdéiseoeconomic research on entrepreneurship.
These phases have evolved along with the growipaglpaty of entrepreneurship in the framework
of urban policies and, to come to the backgrounthefpresent research, cultural policy. The rise of
entrepreneurship has followed three main stepi(&), entrepreneurship has linked its fortunes to
the relevance of small businesses for economic trof®) Then, entrepreneurship has entered the
urban policies supportive of creative clusters. E®)ally, entrepreneurship has stepped in the
domain of traditional cultural policies, such ag tGultural Plan that is analyzed in the present
research. These three phases are elaborated fmtlonéng paragraphs.

2.4.1 The Evolving Relevance of Small Businesses for Eaamic Growth

The concept of entrepreneurship has evolved owee.tAudretsch (Audretsch et al., 2002)
argues that the relevance of entrepreneurship béewed the alternative fortunes of small
businesses in economic and management studies.

Small businesses were the bedrock of American alégit during the 19 century and the
first decades of the $0century. At the time, small businesses used tdhkemain provider of
employment.

The situation changed in the second half of th€ @&ntury. Chandler (1977) introduces the
concept of “visible hand” to point out at the ecomo impact of large organizations. In these
organizations, a new professional managerial dksss over the role of small business owners in
the leading positions of the economy. Large orgations flourish on top of economy of scales and
scopes.

The “machine” becomes the popular metaphor to addigese corporations (Morgan, 1943).
The organizations as machines rely on highly stahzed procedures to increase their operational
level. Internalizing access to the resources, tjmovertical and horizontal integrations, the large
corporations gain market independence. Therefbeeyisible hand of these organizations overtakes
the invisible hands of the market in the relatiopdietween the organization and its competitive
environment.

In this framework, small businesses seem destméalle away along with their inefficiencies
(Audretsch et al., 2002; Audretsch, 2003). Since $mall Business Administration Act in the
United States, the political sphere refers to semwtierprises as social goods.

The attitude towards small businesses changes dgdimeen the 1980s and the 1990s
(Audretsch et al., 2002; Audretsch, 2003). On testweost of the US, small companies operating in
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Silicon Valley lead the digital revolution. Busisegiants such as IBM see their competitive
advantage eroded by dynamic new competitors sudhi@esoft. Innovation attracts the attention
of the economists.

Abernaty and UtterbackAbernathy & Utterback, 1996) describe the main saisaof the
innovation process. According to their model, eaave of innovation follows three main phases: the
fluid phase thetransitional phaseand thespecific phaseEfficiency in large scale operations emerges
between the transitional phase and the specifisgghahen a few successful competitors develop a
competitive advantage, shaping the market as gopdiy of hierarchically managed firms. In the dui
phase, though, small businesses are the incubEtormsovation. In the fluid phase, many small otigan
firms, relying on general purpose equipment andnligkilled labor, compete in a turbulent market
characterized by a large variety of differentigpedducts.

As Audretsch (Audretsch et al., 2002) reports, lby early 2000s, new econometric evidence
confirms small businesses as a vital determinareécoihomic growthSince this new evidence in
support of small businesses was assessed, pobogeveloped its mandate for entrepreneurship:

“Confronted with rising concerns about unemploymeidbs, growth and
international competitiveness in global marketdjggomakers have responded to
this new evidence with a new mandate to promotectbation of new businesses,

i.e., entrepreneurship” (Audretsch et al., 2002)p.

According to Audretsch (Audretsch et al., 2002)Europe, the rise of entrepreneurship in the
political sphere has followed five phases. (1) $ikepn. Administrators nurtured doubts about the
sustainability of the Silicon Valley model. In tlearly 90s, European politicians expected to gain
efficiencies out of the economies of scale of theopean integration. (2) Recognition. Europe
acknowledged the long-running performances of @ilivalley in the development of software and
hardware. In order to develop comparative advastaigegestments were diverted to automobiles
and textiles. (3) Envy. European traditions appda® a barrier to the American entrepreneurship.
Such traditions seemed to restrict the access @odimamic competitive advantage of the US
economy. (4) Consensus. The main European leagegsdathat the new entrepreneurial economy
was superior to the old managerial economy. SevEraopean cities tried to foster an
entrepreneurial economy by attracting educatedrlamal enhancing research institutions. (5)
Attainment. In the leading European economy of Gerynthe venture capital tripled in just one
decade, reaching the amount of € 5.4 billion by8199

The rise of entrepreneurship has influenced tharurpvernance as well. The shift from

5 The Dutch Randstad was among the regions stahesg pilot programs in support of small businesguring.
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managerialism to entrepreneurialism in the fieldhef creative city is discussed in the next section

2.4.2 From Urban Management to Urban Entrepreneurialism

Long interested in the role of urbanization in abahange, David Harvey (Harvey, 1989)
observes that the managerial approach of the 1866s1970s in urban governance was slowly
taken over by entrepreneurial forms of the actionshe 1980s and 1990s. In Harvey's (1989)
terms, the managerial approach refers to the actibat city government used to organize to
provide services and facilities, such as healthcadeication and basic infrastructures. On the
contrary, the entrepreneurial approach frames & wet of measures that local governments have
gradually developed to create a favorable busicéssate and take in a supportive role in the
creation of new enterprises.

In the framework of urban entrepreneurialism, Har(&989) includes all the actions that the
local powers put in to shape an attractive econoemeironment and attract financial capital.
Among local powers, Harvey (1989) lists severalggaphical levels and social forces concerning
the geographical level, neighborhoods, communitiesiters, suburbs, metropolitan regions and
wider regional areas. They also concern sociale®rgovernments, businesses, educational and
religious institutions, political parties, as wadl local organizations and social movements.

Harvey (1989) pinpoints three emerging characiesistf new entrepreneurial city policies:
(1) public-private partnerships; (2) speculativihea than rationally planned activities; (3) foars
the place rather than on the territory. As Harvel980) summarizes, “the new urban
entrepreneurialism typically rests on a public-ptes partnership focusing on investment and
economic development with the speculative constracof a place rather than amelioration of
conditions within a particular territory as its irediate political and economic goal” (Harvey, 1989,
p. 8).

Local government actions are entrepreneurial becthes imply speculation, difficulties and
risks. These public interventions concentrate om agtural centers, establish new industrial parks
or reduce the tax pressure on wages. All togethese measures aim at forming physical and social
infrastructures to make a region and a city an vatige and exciting place to work, live and
consume.

Transport costs have reduced spatial barriers éontbvement of goods and people. Inter-
urban competition has increased. The cycle of iatiom has become faster and faster. As a
consequence, the competition among urban entremeres moved towards highly localized
symbolic productions, such as design and fashimage dominating over substance:

“Since increasing geographical mobility and rapidlyanging technologies have
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rendered many forms of production of goods highlgpect, so the production of
those kinds of services that are (a) highly loeliand (b) characterized by rapid if
not instantaneous turnover time appear as the mtatle basis for urban

entrepreneurial endeavor. The emphasis upon tourisma production and

consumption of spectacles, the promotion of ephahssents within a given locale,
bear all the signs of being favored remedies fbngiurban economies” (Harvey,

1989, p. 12,13).

The soft factors have emerged as key determindrifseoquality of life and key drivers to
choice of a location. Culture has therefore ente¥etiepreneurial policies. As Lavanga (2004)
points out:

“Within the emerging framework of urban policy, arcreasingly significant role

has been played by the artistic and cultural seotflecting a strong belief among
many commentators and governmental bodies thdttteral realm’ is destined to
play an increasingly important part in the futumlation of the city” (Lavanga,

2004, p. 7)

Entrepreneurial cultural policies are discussetth@next paragraph.

2.4.3 Urban Entrepreneurialism and Culture

The role of culture in the creative field of theychas evolved over the last three decades.
Lavanga (2004) wraps up this evolution, startingrirthe definition of culture. In its broadest
meaning, culture refers to a shared system of gadnel symbols that shape the social identity of a
community. In economic studies, culture has fuéleal fields of analysis: on the one hand, “culture
as a process” has enlightened specific forms araation contributing to social and economic
growth; on the other hand, “culture as a produds Ishifted the attention to production and
consumption of cultural goods.

The economic studies of cultural industries havenedo include a wide set of goods
characterized by uniqueness, scarcity, low use eyahigh aesthetic value, low technical
reproducibility. The Great London Council was thestfto introduce the definition of cultural
industries as “those institutions in our societyichhemploy the characteristic modes of production
and organization of industrial corporations to proel and disseminate symbols in the forms of
cultural goods and services, generally, thoughexatusively, as commodities” (Greater London
Coucil, 1985). More recently, the term “creativelustries” has entered the field to embrace all the

industries engaged in creative and innovative pcdn of symbolic goods, therefore including
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more commercial driven branches, such as advegtidiesign and architecture.

The relationship between cultural industries andanrdevelopment has been extensively
analyzed by economics. The conceptual model ofatorgy as the active agent of an ameliorative
change” (Scott, 2010, p 118) has shown an incrgasmmplexity. Breaking down all the
determinants of the creative field of the city, Batample, Scott (2010) discusses a multi-layered
concentric scheme that includes urban networkshigractions, local labor market, wider urban
environment, institutions and governance. Any easgumption between direct investment in
leisure time and creative class clustering is engiéd.

Such a complexity tends to fade away in the docusnsapporting urban policies (Evans,
2009). A varied set of labels - “science city”, éative city”, “culture city” - is actually broaderg
the original scope of the creative core, blurrihg borders between the cultural industries and the
fine arts. According to Evans (2009), in the polidgcuments, arts, culture, creativity and
knowledge have constituted a continuum embeddingTV/animation, arts, music, media, design,
architecture, fashion, publishing, ICT, tourismafts/jewelry and advertising. Disregarding the
uniqueness of each industry or sub-sector, cultagkecome to be taken as the basis for economic
regeneration:

“Culture is now seen as the magic substitute fdr thé lost factories and
warehouses, and as a device that will create aurban image, making the city
more attractive to mobile capital and mobile prefesal workers” (Hall, 2000, p.
640).

Starting in 1999 with the publication of the Biiti©DCMS Creative Industries Mapping
Document, public agencies have supported entrepreime in the cultural sector (Bilton, 2006).

2.4.4 Entrepreneurship and Cultural Policy

The evolution of cultural policy has been analyfen several perspectives: impact on job
market (Ellmeier, 2010), best support to culturanagement (Bilton, 2006) and means and goals
of politics (Gray, 2007). Gray (2007) offers theden theoretical analysis.

Gray (2007) talks about “commodification in cultupalicy” to relate the recent need for arts
and cultural policy to benefit of more than oves #testhetic value of culture. Gray (2007) idertifie
an evolution in two phases. In the first one, galtyolicy used to support cultuper seto correct
market failure, reinforce national identity or enha social order. In the second phase, now going
on, the cultural policy is concerneah initio, with the instrumental value of culture to achigoals
in non-cultural areas.

In the instrumental perspective, arts and cultuustngenerate their operating funds, relying
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more on the private sector than on the public @wsequently, cultural organizations are invited
to demonstrate their utility and prestige to doramd sponsors. In addition, cultural organizations
are invited to contribute to solutions to econoamd social problems:
“The commodification thesis proposes that a prireason for this change in
government perception is that the ideological shifftongst political actors from a
concern with use-value towards exchange-value sexvee-focus the attention of
policy makers away from the internal detail of pyglitself and towards the manner
in which policy as a whole contributes towards caydified forms of exchange

relationship and social behavior” (Gray, 2007, 02

The aims of cultural policies are discussed fromamnagerial perspective by Bilton (2006).
Bilton (2006) documents the shift from manageridtural policy to entrepreneurial cultural policy.
Managerial policies emerged in the 90s. Along wthk so called “New Public Management”,
public agencies introduced a series of initiatiesnprove the quality of cultural management. The
aim was to make the cultural sector more accouattmbimarkets and customers. By the end of the
decade, these policies had been substituted withfolens of business support. The new policies
are not meant to play a defensive role againstrthiket forces. Rather, entrepreneurial policies are
designed to support cultural players to play armreggive role in the leisure market.

Analyzing the impact of new cultural policies orethareer of cultural workers, Ellmeier
(2003) summarizes some of the main characterisfidthese policies, emphasizing the softening
distinction between cultural industries and non-pwrcial subsidized culture. Private-enterprise
structures have entered previously public fundedsuof the welfare state so that “the traditional
strict separation between a publicly subsidized-cmmmercial cultural sector and the cultural
industry has been increasingly ‘softening’ in faedmixed forms”. (Ellmeier, 2003, p. 7).

According to Ellmeier (2003), this is the contekiat has determined the rise of micro-
entrepreneurs in the arts. Changing working refatigps — flexibility, adaptability, self-
employment, low wages and high motivation - hawhaped the role of the artists themselves. Far
from being a mere creator, the artist has evolnéul & trend setter, orientating consumer tastes and
exploiting the opportunities arising in the culiusector. Management vocabulary has become
widely used in the cultural sector and the bordetwieen the artist and the worker has become

blurred, allowing the concept of a cultural enteepur to enter.
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2.5 The Cultural Entrepreneur. Origins and Uniqueness

The link between entrepreneurship and culture hesnbexplored since the origin of
economics. Only recently, however, the culturategrieneur has become a unique character in the
literature. This section (1) presents the earlytouations to cultural entrepreneurship and (2)
discusses the distinguishing features that deterhi@ uniqueness of the cultural entrepreneur.

2.5.1 The Cultural Entrepreneur. Early Notions

The concept of cultural entrepreneur is alreadyressid by the founding fathers of modern
economics and sociology (Swedberg, 2006). Classwablars, such as Weber, Durkheim, Simmel
and Schumpeter, have provided the early contribatito the concept of cultural entrepreneur.
Scanning the classics, Swedberg traces the id#@eddrtist as an entrepreneur (Schumpeter), the
tension between the economic and artistic sphai&bdr), the clash between modern arts and
social engagement (Durkheim), and the synthesisrbfand industrial production in design
(Simmel).

Swedberg (2006) concludes that two points are dhayehe early contributors to the field of
cultural entrepreneurship. First, Swedberg (2008gniifies the element of novelty and
combination: as much as entrepreneurship, culemélepreneurship is about the combination of
resources to create something new. Second, Swe(@#§) points out the fact that moneymaking
is of secondary concerning for cultural entrepreseQGultural entrepreneurs are primarily focused
in culture. As a whole, cultural entrepreneurshgpdefined as “the carrying out of a novel
combination that results in something new and apaied in the cultural sphere” (Swedberg, 2006,
p. 260).

Since the classical definitions that Swedberg (2088/iews, the concept of cultural
entrepreneurship has emerged as one of the sulpaciate of entrepreneurship (Ahmad & Seymour,
2008). On the one hand, continuity with and prokyno the entrepreneur is portrayed. Referring to
the most common definitions of the entrepreneuruddaann (2010) defines the cultural
entrepreneur as the person who “discovers, evaluatd exploits an opportunity and creates an
organization to seize it, (...) undertaking businassvities within one of the four traditional sexgo
of the arts — music, fine arts, the performing and literature” (Hausmann, 2010, p. 18-19).

On the other hand, though, scholars have triedrtpomt the distinguishing features of the
cultural entrepreneurship phenomenon (Aageson, ;2BD@®n, 2006; Hausmann, 2010; Klamer,
2011). (1) The uniqueness of cultural managemé)tihe creation of value across cultural and
economic sphere and (3) the rhetoric dimension h&f tultural entrepreneur are the main

dimensions explored.
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2.5.2 The Unigueness of Cultural Management: the “Holistt” Value-Chain

Bilton (2006) concentrates on the uniqueness drall management. According to Bilton
(2006), cultural industries and cultural organiaat have developed an autonomous tradition of
management that diverges from the best practicdsusiness and politics. Among the specific
characteristics of cultural organizations, Biltd20Q6) lists size, position across the value-chain,
mixed values and collaborations supporting thetoregrocess. Cultural organizations tend to be
self-managed small organizations, where operatiandl managerial functions overlap. They are
driven by commercial goals and personal dreamsy @dkgelop unique organizational identities that
often constitute structural barriers to traditiof@ms of business growth. The creative process is
rather fueled by temporary horizontal and verticdéractions that generate a complex project
environment, overtaking the borders and the secpseoicthe standard value-chain.

Cultural entrepreneurs extend the activities ofrtbeganizations to merge content creation,
content distribution and content exploitation. Qtat entrepreneurs foster a “holistic approacht tha
dis-intermediates the traditional value-chain. Engphasis shifts from the cultural content itself to
the total package of the cultural experience. Thechase experience and the consumption
experience interact with the content productiomngforming the value-chain into a “value-
network”.

In the framework that the value-network creatediucally conceived projects generate
financial returns following quite unpredictable Ipatys. The blurring borders between economy
and culture are analyzed by Aageson (2008).

2.5.3 An Economic and Cultural Vision

Cultural Entrepreneurship is defined by Aageson080as the contemporary creation of
cultural and economic wealth. Aageson (2008) brettkgn the gap between culture and market.
According to Aageson (2008), cultural entreprenegatsas intermediaries between the talent and
the market. Cultural entrepreneurs have a speffiaita with the creative work of the artistic
talents, but, to the same extent, they are abjadge the market and take the risk of speculating
over its future orientation. Aageson (2008) defitiescultural entrepreneurs as follows:

“Cultural entrepreneurs are risk-takers, changentsgand resourceful visionaries
who generate revenue from innovative and sustanahltural enterprises that
enhance livelihoods and create cultural value fothbcreative producers and

consumers of cultural services and products” (Aage2008, p. 96).

Network and vision are the main concepts that Aaig€2008) introduces. While the artist is
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seen as the person that creates the idea, thegbradiuhe service, the cultural entrepreneur & th
player that creates a vision to engage extern&leBtdders such as investors, opinion makers,
market makers and creators. “What distinguishes ithplacable preservationist from the
entrepreneur is the vision that provides the pattatds an enterprise that will create both cultural
value and wealth” (Aageson, 2008, p. 99).

The vision and the network are supported by théorteeskills of the cultural entrepreneur.
Such skills are discussed by Klamer (2011).

2.5.4 The Rhetoric Dimension of the Cultural Entrepreneur

Klamer (2011) approaches entrepreneurship fromnidialieconomic perspective. The author
acknowledges that entrepreneurship is about sgadinal exploiting an opportunity and identifies a
cultural entrepreneur as a person who spots oppbési to finance the arts alternative to public
support.

However, the notion of opportunity that Klamer (2Dlrefers to is more a rhetoric
construction than an objective profit opportun@yultural opportunity comes out of an asymmetric
level of information in a non-rational decision pess. Klamer (2011) takes as an example the
negotiation about the value of a diamond to empleasie role of stories, anecdotes and symbols in
the creation of the cultural value. According toailer (2011), cultural values emerge through a
conversation.

The key dimension of cultural entrepreneurship tigrefore, communication. Cultural
entrepreneurship is about the creation of a visica set of metaphors, stories and values — that
engages the audience in the co-creation of thstiarand cultural value of the cultural goods. In
turns, the distinguishing skill of the cultural egreneur is his ability to persuade. The cultural
entrepreneur is defined by his rhetoric (speakkilis}, pathos (emotional engagement) and ethos
(authority and credibility). Rhetoric, ethos andhus are the three pillars to allow the cultural
entrepreneur to establish a cultural value for ghblic. “Although entrepreneurial activity may
begin with the perception of an opportunity, thitical entrepreneurial task is to convince othdrs o
that perception” (Klamer, 2011, p. 151).

To conclude, cultural entrepreneurs generate ecmnsapport and cultural independence
assembling a network of stakeholders around a dhaseon. Entrepreneurs can focus on different
sets of stakeholders. For examples, Folsom (2088nguishes between market entrepreneurs and
political entrepreneurs. Folsom describes markeepreneurs as entrepreneur who try to “excel by
producing a quality product at low price” (Folso@003, p. 169). On the contrary, political
entrepreneurs “depend on political manipulationdoccess (...), relying heavily on the state and
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federal government for tariffs, subsidies or othelitical advantages” (Folsom, 2003, p. 96, 169).

This dichotomy frames the practitioners that tlésearch is investigating. The performing
arts organizations of Rotterdam are operating acgovernment and market. Entrepreneurship to
them is both an institutional incentive and a magkecess. On the one hand, entrepreneurship is a
criterion to satisfy in order to maximize the peldiupport. On the other hand, entrepreneurship is
the search for new opportunities to create cultanal economic value.

Non-profit performing arts organizations have eeolinto organizations relying on different
stakeholders and revenues. When stakeholders wedues change, performances of organizations
change accordingly. The changes that derive froraretion in the revenue-scheme are discussed

in the next section.
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2.6 Non-Profit Art Organizations and Evolving Revenue-8hemes

Feist (1998) defines the performing arts organirettias the organizations whose scope is to
give a live performance of drama, mime, puppetidre@omedy, all forms of music and all forms
of dance. In the performing arts, Towse (2010)udek all the organizations that provide “live
performance at a given moment in time” (Towse, 2010200), thereby distinguishing among
orchestra, opera, dance and theater.

In the performing arts, profit and non-profit orgaations operate, yet non-profit forms of
organization are more common (Hansmann, 1986). l8rq8006) suggests that the non-profit
status is functional for arts organizations becati$elps to attract donations and it supports the
mission-driven vocation of organization's membe{Brooks, 2006). Consistent with such
expectations, the performing arts organization®Rofterdam that applied for the Cultural Plan
2013-2016 are all no-profit.

The present section discusses the relationshipeagtihe non-profit organization and their
revenue-schemes. The aim is to understand thedatigins for the organizations under analysis of
the current and expected cuts in public funds.rtfeoto achieve this aim, the section (1) presents
non-profit arts organizations as multiple-stakekoldrganizations, (2) evaluates the impact of
revenue-schemes on organizational performancegn(8¥heds lights on the effect of the revenue-
schemes on artistic programs.

2.6.1 Stakeholders and Decisions in Non-Profit Arts Orgaizations

Non-profit cultural organizations have been recagdias multiple-stakeholder organizations
(Hsieh, Curtis & Smith, 2008; Hsieh, 2010). Thelyren multiple-streams of resources and their
success — both in terms of mission achievementfiaaacial sustainability — depends on their
ability to align with shifting concerns of governntedonors and customers. “Strategic choices are
often motivated and/or restrained by negotiationth vinterest groups rather than managers'
autonomous decisions” (Hsieh et al., 2008, p. B fielationship between the financial dependence
on specific stakeholders and organizational perémwes has been investigated in different

countries and revenue-schemes.
2.6.2 Revenue-Schemes: Alternatives, Threats and Opportuties

A general framework for the resource-dependencaryhie provided by Froelich (1999), who
examines threats and opportunities of major revestuagegies in the non-profit art sector. Froelich
(1999) conducts a literature review to analyze ¢fffect of individual contributions, corporate

contributions, foundation grants, government fugdimnd commercial activity on goal
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displacement, managerial procedures and organmedtsructures.

Individual contributions are described as highlypradictable and unstable. Acquiring
individual donations is time consuming and absatadf, board and volunteers efforts, diverting
energies from main organizational aims. Furthermoreividual donors seem to trigger relevant
goal displacement. Both quantitative surveys arditgive analysis on major patrons confirm that
non-profits arts organizations largely dependentiratividual donations, tend to orientate their

programs into areas that have appeal to donors.

Corporate partnerships follow the same pattermdividual donations in terms of volatility,
goal displacement and impact on organizationakgire. The organizational structure seems to be
even more affected than by individual donors. Reaponsors and foundations tend to determine
the establishment of ad-hoc boards and formalizextgulures with a direct impact on the

organizational structure of non-profit organizaton

Such an impact on administrative procedure is linke government support as well.
Government agencies require standardized procedutexumentation, evaluation and
accountability. As a drawback, bureaucratizatioarstates procedures at the expense of the results.
In the worst scenario, the excessive focus on gated data and government expectations
compromises the service nature of the non-profigmmzations, diverting their attention from the
public they want to address. However, governmentisuare the most stable source of revenue —
sometimes portrayed as “money in the bank” - amdstburce that determines the lower level of
goal displacement. Froelich (1999) notes, for eXantpat the government is the main stakeholder
supporting the most innovative artistic groups.

Finally, Froelich (1999) investigates the impactaoimmercial activities. The evidence on
their effect appears two-sided. On the one haredritk of an identity crisis in the non-profit sect
has been pinpointed. The business mindset seemsd@&rmine the social mission of non-profit
organizations eliciting doubts on the legitimacyspkcial privileges that non-profit organizations
have enjoyed due to the social relevance of tleiriees. On the other hand, however, commercial
activities enhance greater autonomy and flexibifyhough the commercial activities come along
with larger marketing and financing departmentsboand new profit branches, the revenues
generated appear stable and the level of goalatispient low.

2.6.3 Government Support, Market Orientation and Financia Health

Additional clues to the effect of decreased puhlitding are provided by Kirchner (Kirchner,

Markowsky & Ford, 2007), who concentrates on tHati@nship among public funding, marketing
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activities and the financial health of non-profierfprming arts organizations. First, Kirchner
(Kirchner et al., 2007) conducts a literature rewialiscussing 24 articles investigating the

relationship among government support, financialgpenances and marketing orientation.

Elaborating on previous contributions, Kirchner rgfiner et al., 2007) comes up with three
main hypotheses: (1) a negative relationship batvWeeel of marketing activities and the level of
government support; (2) a positive relationshipMeein level of government support and financial
health of performing arts organizations; (3) a pesirelationship between financial health of
performing arts organizations and level of marlgtiactivity. These hypotheses are tested,
analyzing secondary data concerning level of gawent support, level of marketing investment
and level of financial health (the accrued opetatsurplus/deficit) of 66 American symphony

orchestras.

The correlation analysis undertaken does not pramg of the hypothesized casual
relationships. Nonetheless, the data demonstratethie concepts are related and outline three
counter intuitive implications. (1) The higher tleel of government support, the higher the level
of marketing activities; (2) the higher the levdl government support, the poorer the level of
financial performances; (3) the lower the level mérketing activities, the better the financial

performances.

The author (Kirchner et al., 2007) argues that rémults may be due to the need of the
organizations to legitimize their public supporthwvextensive public visibility, therefore investing
in marketing even when investments do not haveear dinancial rationale. In addition, according
to Kirchner (Kirchner et al., 2007), the resultdigate that performing arts organizations may have
not yet optimized their marketing investments, nating understood the real constituents of their

artistic productions.

As a consequence, Kirchner (Kirchner et al., 2@Qiggests that further research investigating
performances of performing arts organizations shewtend to non-financial data in order to assess
factors, such as governance, management andattistancy and excellence. Kirchner (Kirchner

et al., 2007) points at surveys and interviewoatstto gather primary data for empirical analysis.
2.6.4 Commercial Ventures and Spending Patterns

The effect of commercialization on the non-profitsasector is finally addressed by Hughes
and Luksetich (2004), with a focus on the influenEeommercial ventures on spending patterns of
museums, performing arts organizations and medigghels and Luksetich (2004) attempt to

understand whether increased revenues from comathe@emtures determine higher expenditure in
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marketing or fund-raising or if revenues contribicdéhe main service of organizations.

Concerning the performing arts, Hughes and Lukisg2004) conduct a regression analysis,
covering the 57 performing arts organizations filetd the income form of the Urban Institute's
Center for Charitable Statistics each year from91l88 1996. In their model, the two scholars
analyze the relationship between the sources afmiecand the expenditure patterns in program

service, management, fund-raising and excess rev@uurent revenue minus current expenditure).

For performing arts organizations, the empiricaufes show that increased revenues flow
into an excess, increasing net-asset balancerrindutra budget is spread mainly over the program
service and, to a decreasing extent, to manageamehtund-raising. “Overall, given the variations
in funding across organizations and over time, tgreaeliance on private support does not

significantly affect the level of spending on pragr services” (Hughes & Luksetich, 2004, p. 214).

Nonetheless, the authors claim that their resuéisbased on large established organizations.
New and smaller organizations may in fact have tgredifficulties in substituting government
support. Therefore, changes in the revenue-scheayeposh small organizations towards changes
in their main service. For performing arts orgahass, influences on their artistic programs may

be expected.
2.6.5 Revenue-Schemes and Theater Programming

The effect of budget and income-scheme on theatagram choices has been studied in
different countries and methodologies (Austin-Smit&80; Di Maggio & Stenberg, 1985; O'Hagan
and Neligan, 2005; Werck, Grinwis Plaat StultieH&yndels, 2008). One of the seminal studies
was carried out by Di Maggio and Stenberg (198®stimate the influence of market, environment
and organizational structures on the level of cativeality of the repertoire of US resident non-
profit theaters. Di Maggio and Stenberg (1985) measnovation in terms of “non-conformity”,
defining an index to assess the extent to whideater's repertoire is different from the repeetoir
of other theaters. Then, through statistical regioes the two authors quantify the impact on the
“conventionality/non conventionality” index of thellowing factors: demand characteristics of
communities; rate of dependence on the market ifeantial sustenance; and the level of

institutionalization (standardized management aadkaeting procedures).

Concerning the present research, Di Maggio ando®tegn(1985) bring strong evidence about
the impact of market dependence on program coromality. Access to highly educated patrons,
grants or contributions appear to make theatepgrteire more innovative, while dependence on

the market triggers a higher level of conformity.
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In relation to the British performing arts sectitre conclusions of Di Maggio and Stenberg
(1985) are reinforced by Austin-Smith (1980) andyrenrecently, by the econometric analysis
carried out by O'Hagan and Neligan (2005). O'Hamyach Neligan (2005) define a conventionality
index similar to the one introduced by Di MaggiodaBtenberg (1985) and investigate the
relationship between state subsidies and repertomegentionality in 40 English subsidized theaters
during the 1996-1999 seasons. Using a multipleessyon analysis, O'Hagan and Neligan (2005)
note that, when “subsidies as a proportion of dtal income increase by 1%, the conventionality
index decreases by 0.04%"

The impact of budget constraints on program chogdsally analyzed by Werck (Werck et
al., 2008). Werck (Werck et al., 2008) conductsnautaneous equation analysis to identify the
factors that interdependently affected the progratiorchoices of subsidized Flemish theaters in
the period 1980-2000. Conducting the analysisparel of 59 theaters, Werck (Werck et al., 2008)
estimates the correlations among (1) quantity dpwts (2) output characteristics, (3) prices, (4)
government subsidies and (5) consumer demand. Tlaéysés reveals that, when subsidies
contribute to bigger budgets, theaters tend teesms® number and size of the shows they put on. As
a result, when budgetary constraints are loweteghter managers stage larger productions that run
for shorter periods.

2.6.6 Evolving Revenue-Schemes and the Decision Proce$she Entrepreneur

Combining the insights discussed in the previoumgraphs, the main effects of revenue-
scheme on non-profit cultural organizations andatid¥e programming can be summarized as

follows:

Table 1 - The Effect of the Revenue-Scheme on Penfiing Arts Organizations

Research Determinant Effect on organizational behaer/programming

Froelich, 1999 | Increased commercial income Autonorfigxibility, cost-benefit mentality, little goal
displacement

Kirchner et al.,Higher level of subsidies Higher level of marketangd lower level of financial health
2007
Hughes andHigher level of commercial income| Higher level n¥éstment in organizational mission
Luksetich, 2004
Di Maggio, Higher level of market dependence Lower level afigpam innovation

Stenberg, 1985

O'Hagan and Higher level of subsidies Lower le¥edanventional programming

6 It is worth observing, however, that O'Hagan &taligan (2005) refer to Pierce (2000) to highliglaintrasting
evidence about the relationship between subsidgidsanventionality in the repertoire. AccordingRirce (2000),

only federal subsidies seem to determine unconwealiprogramming.
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Neligan , 2005
Werck et al.,Lower level of budget constraints Quality maximiaat(bigger productions staged for shorter
2008 periods)

(source: own elaboration)

This chart suggests that cultural entrepreneurshen performing arts, facing a shift in
revenue-scheme, may adapt their organizationsem#w financial environment and stakeholder
network operating on four main levels. They mayftdhie main form to account for their output,
shifting attention from artistic quality to the aedce and the revenues generated. They may make
decisions that determine a reduction in costs waraation in spending patterns. They may shift
attention from old to new stakeholders and intredstrategies and tools to enhance their market

orientation. As a result, they may intervene inrthbeogramming.

These appear to be key points in the decision-nggbiacess that cultural entrepreneurs must
face, while a change in the revenue-scheme of trganizations is taking place. In order to elicit
information about the decision process of the @némeurs analyzed by the present research, the
following topics will inform the design of the emnjgial research: output maximization, spending
patterns, plans for cost reduction, programmingtagies for market orientation and stakeholder

management.
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2.7 Conclusions

The economic literature about entrepreneurship idewand varied. Nonetheless, some
constants emerge among the definitions and appesatiscussed in the literature review. Since its
origin, entrepreneurship testifies to an interestinderstanding how an opportunity comes to be
perceived in the market. While standard economéssfbcused on rationality and optimal behavior,
the economic literature on entrepreneurship hasvadsated the role of opinions and individual
perceptions. Entrepreneurship is knowledge asynymetncertainty, risk-taking as well as
perceived discrepancy between what it is and wbatdcbe. Although entrepreneurship attracts
attention as a source of profit, efficiency andrexnic growth, entrepreneurship is in itself the
heuristic process through which the decision igtaK his decision can concern new products, new
markets, new resources, as well as effective i@atio institutional incentives. This decision can
be influenced by personal features, organizatistrakctures, competitive environment and cultural
background. This decision can produce economityi@l) or social values.

In the cultural sector, decisions appear to be ewere speculative and risk-taking. In the
cultural sector, the rational and profit orienteehavior of players is weaker than in traditional
business environments. Extra economic incentivelscaitural aims frame entrepreneurship in the
cultural sector. The cultural mission orientates ¢ltural entrepreneur more than the vocation for
profit and the cultural worker frames his missiarspiritual terms.

This mission contribute to form a vision, that iseoof the distinguishing features of the
cultural entrepreneur, along its rhetoric abilbynhake this vision engaging for customers, sponsors
and donors. Entrepreneurship in the cultural sdwsrbeen defined as a holistic phenomenon.

This heuristic and holistic process of decision mgkis the focus of the present research.
This research attempts to take the standpoint ef dultural entrepreneur and explore how
entrepreneurship is put into practice. This meavestigating the sources of information of the
entrepreneur, the opportunities that he/she splog¢sstrategies he/she undertakes and the vision
he/she has of the competitive environment. Rottargeovides the framework for the analysis.

Following a wider trend in the cultural policy, egpireneurship has been introduced as a
criterion for the allocation of public funds in ti@ltural Plan 2013-2016 of the city of Rotterdam.
Therefore, for the cultural sector of Rotterdamiregreneurship represents an institutional
incentive that cultural organizations must provéeasomorphic to.

Such incentive, however, is in fact an invitatianexplore financial alternatives to public
support and to engage new partners through inneva&tonomic and artistic synergies with the

private sector. In addition, the criterion of epteneurship comes with a reduction in the amount of
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subsidies. The Cultural Plan thus implies a chaimgethe revenue-scheme of the cultural
organizations.

Overall, the current cultural policies of Rotterdatimulate an open reflection in several
aspects of entrepreneurship. How do practitioneastrto an institutional incentive? How do they
adjust to a new financial environment? What opputies do they perceive in adapting to the
evolving competitive environment? What vision deyhthave of the future cultural sector? The
cultural policies of Rotterdam unlock the heuristiocess that the present research wishes to
investigate.

According to the evaluation of thiRaad voor Kunst en Cultuy2011), the organizations
operating in the performing arts have produced riwst uninspiring reports. In addition, the
performing arts organizations in the Netherlandgeha long tradition of dependence on public
subsidies. Therefore, this is the sector the pteesearch concentrates on.

In-depth interviews attempt to elicit informatiobaat how practitioners put into practice the
concept of entrepreneurship, how they perceivereact to their competitive environment and what
their vision is of the future. The next chapteride$ the research questions, the sample and the
methods that drive the empirical analysis.
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3 Aims and Methodology

3.1 Introduction

This thesis defines entrepreneurship as a heudstision process, in which opportunities are
co-created by entrepreneurs’ perceptions. In a@rvestigate entrepreneurship in the performing
arts in Rotterdam, this research adopts a conginist approach to take the practitioners’
standpoint and investigate how the ideas that pr@neurs have about themselves, their
stakeholders and their products shape the opptdsirand the visions they perceive and act on.
The approach comes close to that of action resedartiie extent that the research aims at eliciting
the information that the practitioners of the pariong arts in Rotterdam omitted in the applications
for the Cultural Plan 2013-2016

This chapter introduces methodology, research gumesstresearch methods, samples, data
collection and data analysis.

3.2 Methodology

Qualitative research is increasingly being appiireéconomics (Starr, 2014). Topics such as
innovation, research and development have beerethetith a qualitative approach in order to
evaluate the origin and typology of the informatgwiding the entrepreneurs. Starr (2014) reviews
34 empirical studies, whose aim is to provide “d picture of the factors and processes (e.g.
cognitive, social, informational) at work at respent’s thinking, as well as the opportunities and
constraints present in the environment that shdpegerceptions, beliefs and behaviors” (Starr,
2014, p. 240).

In the field of entrepreneurship, the qualitativethods were first structurally addressed by
the special issue of thkurnal of Business Venturing 2002 (Gartner & Birley, 2002). According
to Gartner and Birley (2002), since the study dfegreneurship means understanding the behavior
of people in the business community, “many of tmpartant questions in entrepreneurship can
only be asked through qualitative methods and ampres” (Gartner & Birley, 2002, p. 387).

The qualitative approach for the study of entrepueship has been advocated in respect to
cultural policy (Hesmondhalgh, 2005), urban eneepurialism (Evans, 2009) and art marketing

(Hausmann, 2010). The qualitative approach has bsmecifically advocated to address

7 A short pre-research was conducted on the apjolicafor the Cultural Plan 2013-16. Consistent with evaluation
of theRaad voor Kunst en Cultu§f011), the documents often turned out to be isfaatory units of analysis for
the study of entrepreneurship, thus discouragiegtieviously planned content analysis on themhéAppendices

(section 6.2.3) the pre-research is described épeledetail in the framework of the cultural polafyRotterdam.
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entrepreneurship as a process, as the presentaesems at doing. The following chart reports
some of the contributions that the qualitative apph can bring to the understanding of

entrepreneurship:

Table 2 - The Qualitative Approach to Entrepreneursip

Research / Scholar Contribution

(Davidsson & Wiklund, 2001, “Acknowledging the risk of over extension, we wowddggest
p. 25) that researchers regard entrepreneurship as a lbesshrch
domain concerned with novelty and value creation the

economy”.

(Busenitz et al., 2003, p. 303 “We suggest thdtepneneurship scholars focus effort on the
nexus of entrepreneurial opportunities, enterpgisnividuals or
teams, and mode of organizing within the overalhtegt of

dynamic environment”.

(Bygrave, 2007, p. 17) “Entrepreneurship is hdatisind tends to decompose when |the

researchers try to break it into its componentsshar

(Neergaard & Ulhoi, 2007, p.“Entrepreneurship is a phenomenon in constant fiingped by
1,4) the behavior of entrepreneurs. (...) [Research mdstjelop
concepts that enhance the understanding of soeeigmena ir
natural settings, with natural emphasis on the megan

experiences and views of all participants”.

(Minniti & Lévesque, 2008, p.“How changes in institutions and public policy uhce
611) entrepreneurial activity and the way people peeetheir

individual prospects”.

(Source: own elaboration)

Following these contributions, the present rese&éackles entrepreneurship by means of a
constructionist approach to analyze entreprengurshithe performing arts. Getting close to an
action research approach (Leitch, 2007), the rebdaralso expected to contribute to organize the
knowledge that the practitioners have about engregurship, so to improve the self-assessment of
entrepreneurship that practitioners must sometiperform, such as in the application for the
Cultural Plan 2013-2016 of Rotterdam.

3.3 The Research Questions

The main research question steering the presezdnascan be formulated as such:
RQ: “How is entrepreneurship, as a heuristic deamsiprocess, put into practice by the
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practitioners in performing arts?”.

Consistent with the holistic approach outlined, sthresearch attempts to tackle
entrepreneurship as a process influenced by pdremmeeptions on any level — micro, meso,
macro. However, in order to account for some ofrdwrrent levels of analysis of the literature of
entrepreneurship, the heuristic process of entngrship in the present research is broken down
into the following sub-categories:

1) Entrepreneurship as an institutional incentive;

2)  Entrepreneurship as an opportunity;

3)  Entrepreneurship as a strategy;

4)  Entrepreneurship as vision;

Operating these concepts for the performing art®atterdam, the following set of sub-
research questions guide the present research:

RQ 1: How did the practitioners in the cultural armgzations in Rotterdam interpret the
section about entrepreneurship in the applicatidos the Cultural Plan 2013-2016, merging
personal perspective and official sources of infation?

RQ 2: What opportunities for creating new cultuoaleconomic value are practitioners in the
performing arts perceiving and exploiting?

RQ 3: What are the organizational strategies thedcgitioners are undertaking to adjust to
the lower level of subsidies and the opportunitiesy have perceived?

RQ 4: What is the vision of the cultural sector tthpactitioners see, based on their
perceptions of the on-going trends?

In order to answer these questions, semi-structumeaviews are individuated as the best
research method. The contribution that in-deptlerinews can give to the understanding of
economic processes is discussed in the next patagra

3.4 Research Methods

Interviewing is the most commonly employed methodualitative research (Bryman, 2008).
Qualitative interviews can vary in flexibility —dm unstructured to semi-structured —, but they both
tend to foster a conversation, including “ramblirayer one or more topics of interests to elicit how
the interviewee elaborates on the topics. Qualiatiterviews are very common when the research
concerns the practitioners’ points of view:

“Open-ended and flexible questions are likely td gemore considered response
than closed questions and therefore provide beiteess to interviewees’ views,

interpretations of events, understandings, expeeerand opinions. Therefore, this
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approach tends to be used by those who come tonenogical position which
values people’s knowledge, values and experiensesieaningful and worthy of

exploration” (Byrne, 2012, p. 182).

Interviews have become common research methodsomoenics since the 1960s, when the
research recognized the relevance of informatioth @mcertainty in explaining the behavior of
economic players (Piore, 1979). Economics has becmmre and more interested in how actors
acquire their knowledge. In this respect, open-dnithterviews “are ways of discovering how
economic participants think about the world. Theg means, in other words, of identifying the
model of the portion of the socioeconomic world efhthe participants themselves use in making
decisions” (Piore, 1979, p. 566).

Interviews have been defined by Bewley (2002) agans to explore the heart of economics,
i.e. the process of decision making. “The most &medntal elements of economic life are the
decisions made by its participants, and the basioponents of these decisions are people's
motives, the constraints they face, and how thealgout achieving their objectives, given the
constraints. (...) An obvious way to learn about medj constraints, and the decision making
process is to ask decision makers about them” (Bgwk002, p. 343). Since knowledge,
information and perceptions are at the core ofegmémeurship, as it has been defined in the
literature review, this research investigates gméeeurship trough in-depth interviews.

Semi-structured interviews are adopted in ordegyuide the interviewee through all the topics
highlighted by the research questions. A semi-tired interview implies questions guided by pre-
defined themes “to be covered during the intervitewhelp direct the conversation towards the
topics and issues about which the interviewers wanéarn” (Qu & Dumay, 2011, p. 246). The
topics of the semi-structured interviews in thise@ch are commented on in the next paragraph.

3.5 The Design of the Interview

Following the four research questions of the presesearch, four topics structure the semi-
structured interviews. Each topic matches the spoeding research question in the previous
paragraph. All the topics were discussed with Maoaville, expert of theRaad voor Kunst en
Cultuur, in order to evaluate their relevance for the grening arts organizations of Rotterdam.

Topic 1 — Entrepreneurship as an incentive. Therpretation of the application for the
Cultural Plan 2013-2016.

This topic is the starting point of the intervigractitioners are asked to go back to the time
when they filled in the applications for the CuéilPlan 2013-2016. Questions address the sources
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of information that the entrepreneurs adopted tmalete the application (experts from tRaad
voor Kunst en Cultuyrmprofessional associations, peer community, peideaickground). The topic
pertains the aims that practitioners attributertwepreneurship. In addition, practitioners aresdsk
to reflect on entrepreneurship as a criterion i@ @ultural Plan 2013-16. Questions investigate
whether the concept of cultural entrepreneurshipliep to the cultural sector, what
entrepreneurship highlights and what it hides ehewn cultural practices.

Practitioners are left free to explain their cortagpentrepreneurship.

Topic 2 — Entrepreneurship as an opportunity

This topic investigates the opportunities, if athat practitioners perceive. The questions
address the sources of economic and cultural véhatgpractitioners exploit or plan to exploit in a
near future. The process that practitioners unklettia access the opportunity is also investigated.

Practitioners are again free to explain the oppaties on their own.

Topic 3 — Entrepreneurship as a strategy

This topic tries to investigate the managementeggias that organizations are applying or
reflecting on. The conversation aims at enlightgrhiow practitioners tackle management decisions
and which aims and stakeholders drive their stratdgcisions.

In this topic, practitioners are initially askeddomment on a chart. The chart is based on the
economic literature concerning the impact of chanigethe revenue-scheme for performing arts
organizations (See section 2.6). Each line of thertcdeals with one of the topics discussed in the
literature, together with some related points thpear particularly relevant for performing arts
organizations. These points are inspired by tlezditire and by the course on Economics of the
Performing Arts given by professor Cees Langewdiléictor of the Chasse Theatre in Breda.

This is the chart fostering the conversation:

Table 3 - Entrepreneurship as a Strategy

Subject Points to be discussed

Output maximization * Audience

* Revenues

e Quality

* Number of Shows

Variation in spending patterns * None
* Programming

* Marketing
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Fund-raising

Human Resources

Cost reduction and organizatior

structure .

Online media

Volunteer program

Shared services — collaborations with other thea
Organizational Changes

Personnel Reduction

ter

Programming .

No variation
More experimental
More conventional

Specific niche productions (which? and why?)

Pricing, marketing, fund-raising .

Dynamic Pricing

Customer Relationship Management
Friends Scheme

Corporate Sponsorship
Merchandising

Ancillary Products? (Which ones?)

Stakeholder Management

Stakeholders .

Customers (increasing number or loyalty?)
Government (level?)

Foundations

Corporate Sponsors

Major Incumbents in the Performing Arts

Donors

(source: own elaboration)

Practitioners are free to extend the list and tosmier some strategies irrelevant for their

organizations. In both cases, questions investifp@eause of the phenomenon.

Topic 4 — Entrepreneurship as a vision

This topic invites the practitioners to outline itheision of the future. Reflecting on the

previous part of the conversations, practitioneesasked about their “feelings” about future trends

in the performing arts and the role of their orgations within these trends.

44



CHAPTER3— AIMS AND METHODOLOGY

The semi-structured interviews defined by the pregaerview-guide were administrated to
the performing arts practitioners of Rotterdam. Baenple of the research is further discussed in
the next section.

3.6 The Sample

This research analyzes entrepreneurship, focusinth® performing arts organizations that
applied for the Cultural Plan 2013-2016 of the @yuncil of Rotterdam. ThRaad voor Kunst en
Cultuur (2011) labels the performing arts as “Dance, Téreahd Stage” organizations. Including
producing companies and organizations managingghganues, th®aad voor Kunst en Cultuur
includes the following list of 29 organizatidria the category.

Among the companies managing theater venues afeltbwing 14 organizatiorfs

» De Doelen Concert en Congresgebouw

» Gouvernestraat

» Jazzpodium Rotterdam Bird

* Lantaren Venster

» Laurenskerk

* Luxor Theater

* Rotown

* Rotterdam Wijktheater

» Theater Maatwerk

* Ro Theater (application in the coalition of Thed&etterdam)
» Rotterdamse Scouwburg (application in the coalibbmheater Rotterdam)
» Theater Walhalla

* Theater Zuidplein

» Theater Netwerk Rotterdam (TNR)

The following 15 organizations among the produa@ogpanies:

» Bonheur Theaterbedrijf Rotterdam

8 The list of organizations was discussed with Mawaville, expert of th&®aad voor Kunst en Cultuim March 2014.

9 Several of the companies managing theatre vemreesctually engaged in the production side as well.
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* Circus Rotjeknor

» Conny Janssen Danst

« Danseatelier§

» Doelen Ensemble

» Hotel Modern

» Maas (coalition of the former organizations: Maxgé@Kkers, Siberia)
* Nieuw Rotterdams Jazz Orkest

» Onafhankelijk Toneel / Opera OT

* Productiehuis Rotterdam (application in the caatitof Theater Rotterdam)
* Rotterdams Jeudg Symphonie Orkest

* Rotterdams Philarmonisch Orkest

» Scapino Ballet Rotterdam

* Sinfonia Rotterdam

* Wunderbaum (application in the coalition of Thed&etterdam)

Bonheur Theaterbedrijf Rotterdam closed down in220th addition, Circus Rotjeknor,
Jazzpodium Rotterdam Bird, Lantaren Venster, Laskerk and Rotown have been taken out of the
sample. Although subsidized as stages, these aaj@ms appear not to have their core-business in
the production and in the showing of live perforimes One organization is a circus, one
organization is affiliated to a religious institti, and the other companies are closer to discs-pub

and movie theaters.

As a result, in the sample relevant to the preses¢arch enters the following set of 23
organizations, are included. The following 10 oligatons are among the companies managing

theater venues:
» De Doelen Concert en Congresgebouw

e Gouvernestraat

10 Danseateliers is mainly focused on educationaiiams. The production house was dismissed at iji@hiag of the

cultural plan. However, the organization aims atdoicing new talent.
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* Luxor Theater

* Rotterdam Wijktheater

* Theater Maatwerk

* Ro Theater (application in the coalition of Thed&etterdam)

» Rotterdamse Scouwburg (application in the coalibbmheater Rotterdam)
» Theater Netwerk Rotterdam (TNR)

» Theater Walhalla

* Theater Zuidplein

The following 13 organizations are among the prauyicompanies:
* Conny Janssen Danst

+ Danseatelierd

» Doelen Ensemble

» Hotel Modern

» Maas (coalition of the former organizations: Maxgé@Kkers, Siberia)
* Nieuw Rotterdams Jazz Orkest

» Onafhankelijk Toneel / Opera OT

* Productiehuis Rotterdam (application in the caatitof Theater Rotterdam)
* Rotterdams Jeudg Symphonie Orkest

* Rotterdams Philarmonisch Orkest

» Scapino Ballet Rotterdam

« Sinfonia Rotterdam

* Wunderbaum (application in the coalition of Thed&etterdam)

In April 2014, the organizations on the lists wemntacted and invited to collaborate in the

research about entrepreneurship in the performitg &irst, an email was sent to all the

11 Danseateliers is mainly focused in educationafjms. The production house was dismissed at thi@fiag of the

cultural plan. However, the organization aims atdoicing new talents.
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organizations, including the general address aedgémeral manager's address if avaifgblEhe
email stated (1) the affiliation to the Erasmusvénsity and the master's in Cultural Economics and
Entrepreneurship (the name and the email contachefsupervisor Mariangela Lavanga were
provided); (2) the topic of the research, outlinthg relevance of the practitioners' perspecti8g; (
the collaboration with thRaad voor Kunst en Cultuithe name and the contacts of Marc Fonville
were provided); (4) and the expected utility to rne the interaction between city council and

practitioners in the assessment of entrepreneuveliin the Cultural Plan.

About one week after the email was sent, the orgdions that had not replied were
followed-up by phone and sometimes the originall wais forwarded to the personal assistant of
the general manager. Following the invitation, i§aoizations — 5 organizations managing theater
venues and five producing companies — made theesealvailable to participate in an interview
within a time frame compatible with the deadlinéshe present research. Among the organizations,

the companies managing theater venues were:
» De Doelen Concert en Congresgebouw
* Rotterdam Wijktheater
* Ro Theater
» Theater Netwerk Rotterdam (TNR)
» Theater Zuidplein
And the producing companies were:
» Conny Janssen Danst
» Danseateliers
» Doelen Ensemble
* Sinfonia Rotterdam
* Wunderbaum

Together, they include major halls of national valece, such as De Doelen Concert en
Congresgebouw; volunteer-based organizations fogusn amateur development, such as Theater
Maatwerk; educational institutions centered aroualént development, such as Danseateliers;

venues focusing on an underserved public, suchhaatér Zuidplein; small ensembles specializing

12 An example of the email is in the Appendices (sec6.3.1)

48



CHAPTER3— AIMS AND METHODOLOGY

in niche productions, such as De Doelen Ensembtdiestras operating on an international level,
such as Sinfonia Rotterdam; and medium-size orgoizs experimenting with new forms of
collaboration, such as Ro Theater, Wunderbaum a@hdusvburg, sharing several functions under

the banner of Theater Rotterdam.

The sample expresses a high level of variety. Heweaccording to Bewley (2002) variety
highlights the connections between the responseéstl@ various circumstances framing the
respondents. In addition, this variety is the onteoof the purpose sampling (Bryman, 2008)
designed to capture the variety intrinsic to thgaoizations applying for the Cultural Plan 2013-
2016 of Rotterdam.

In qualitative research, informants must be peaph® are as knowledgeable as possible
about the topic of the research (Bernard, 2002;8gvi2002; Bryman, 2008; Piore, 1979). Since
entrepreneurship is a process encompassing thegstralecisions of the organizations, general
managers were identified as the best respondestsiefper (2000) points out, “high-level people
will provide an overview of the firm’s intended atiegy” (Helper, 2000, p. 230). As a result, the
interviews were carried out with the general marmagé the organizations. The only exception is
Theater Netwerk. In this case the theater congduiitéiilled the task.

The next section deals with how the interviews vazhministered and the data collected.
3.7 Data Collecting

The interviews were carried out between April, ¥ and May the 2% 20143, Before the
interview, each manager had been sent an emaihimgtithe topics to be discussédThe email
slightly varied in format, depending on the orgaitian and the level of formality of the interaction
However, the main core of text invited them to makeersonal contribution to the four topics

outlined in the section concerning the design efittierview.

In addition, before the interview, extra informatiabout the organization had been collected
by the evaluation that thRaad voor Kunst en Cultuy2011) had given about the application
submitted for the Cultural Plan 2013-2016. The eatin reports the number of visitors, the
turnover, the share of earned income, the subsila@sl and national). Finally, before the
interview, the data about the level of subsidieeirgeed by the organizations during the last two

Cultural Plans had been collected in order to Bealirect impact on the sample of budget cuts. The

13 A chart with date and location of the interviewset out in the Appendices (section 6.4).

4 An example of the email sent to the intervieweseisout in the Appendices (section 6.3.26.3.2).
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overall variation for the sample of the preseneagsh is -13.7198.

This set of information was used to customize thestjons and make them relevant to the
interviewees (Bryman, 2008). “It is wise to keepe tHiscussion as concrete as possible, by
requesting specific examples and by confining tiexu$sion to the realm of the informant's

experience” (Bewley, 2002, p. 346).

All the interviews were carried out in person a tieadquarters of each organizatfoithe
conversations lasted from forty seven minutes t® loour and forty minutes. The sequence of the
topics discussed in the interview-guide was presgas much as possible. Mostly, the respondents
were left free to follow his stream of ideas. Onlgen the example was too detailed or out of focus,

the subject was postponed to a following part efititerview.

Hand notes were taken along the interview to keapktof the main points that were
elaborated by the interviewee. However, all therviews were digitally recorded to make possible

a full transcription of the conversation.

The interviews were carried out in English. Althbuipe shift from the mother tongue to a
foreign idiom may have eliminated some nuances|ifings a familiar language throughout the
Netherlands. Moreover, as several respondents iarglaframing entrepreneurship in English
allowed them to reflect more critically on stratedecisions and processes that, in Dutch, tend to b

automatic and therefore remain in the managerg€musrious.
3.8 Data Analysis

The transcriptions of the qualitative interviewsvéabeen coded. Coding is a common
procedure of data analysis in qualitative resedi€hding is the process of organizing the material
into chunks or segments of text before bringing mreato information (Rossman & Rallis, 1998,
p. 171). Coding allows data to be “segregated, pgdu regrouped and relinked in order to
consolidate meanings and explanation” (Grbich, 2@l217). Coding “leads you from the data to
the idea, and from the idea to the all the datéapeng to that idea” (Richards & Morse, 2007, p.
137). Coding is frequently used in qualitative egsh, because it emphasizes uniformity or an

interesting diversion from the pattern for the ezsher:

“My experience has been that there is a surprismgunt of uniformity among the

explanations of informants in similar circumstandess impossible to say whether

15 The chart reporting the variation for each orgatiam is in the Appendices (section 6.2.4)

18 The only exception is the interview with De Doelemsemble, which was carried out at the ManhattatelH
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the uniformity is due to the logics of the circuarstes or to the culture of the
business community or of particular industries, kbe uniformity is real.
Disagreement does exist, however, and it usuaflgats the ambiguity as to what
correct decisions are. Because the economic wetdlliof imponderables, it is not
always clear how to maximize profits or best totpcb the interests of businesses”
(Bewley, 2002, p. 348).

According to Seale (2012), coding points out th&aumity of the respondents following
three main steps that interact with each otherthi{@)analysis of the original data to individudte t
portions of text referring to the main themes; & analysis of the themes to identify the main

narratives; (3) and an interpretation of themesraardatives in relation to the literature.

The data analysis in the present research follaweske steps. First, for each section-topic of
the interview, the main chunks of text were indiated and selectéd Then, the segments of text
were aggregated into themes. Themes for each segace defined, reflecting on keywords of the
participant$® and on the main points discussed in the literaflinen, all the themes were finally

analyzed to define the main narratives.

The data analysis was carried out with Nvivo, a jpotar-software for assisted qualitative
data analysis. The software allows the defining dfierarchical structures of nodes (themes) and
sub-nodes (sub-themes) and to copy and paste lbetesk segments of text into one or more

relevant nodes-themes.
As main nodes in Nvivo, the following four topicktbe research were used:
* entrepreneurship as an institutional incentive;
* entrepreneurship as an opportunity,
* entrepreneurship as a strategy;
* entrepreneurship as a vision;

Then, within each main node, a hierarchy of subesodas defined to reflect the themes

discussed. The chunks of text were aggregatedmiitiei sub-nodes.

7 The segments of text were aggregated in relatiothé section of the interview in which they wenevided.
However, when a segment appeared particularly aeketo a topic, it was included among the segmesiévant to
that topic even if it belonged to another sectibthe interview.

18 The keywords were individuated by running wordgfrency analysis. On average, the research waswedrdown

to the ten most recurring words of at least 5 oh&racters in length.
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Analyzing the segments of coded text, the softwawméomatically indicates how many
respondents and references are clustered in thesntitls showing the most representative ones.
Moreover, word-frequency analysis was carried authe nodes to identify the keywords relevant
to the theme. Finally, carrying out a word proxiyrainalysis, the nodes-themes were organized into
a three-diagram. This diagram was used to reflecttree main narratives discussed by the

respondents.
3.9 Limitations and Expectations

Two main criteria assess the quality of qualitatesearch: reliability and validity (Silverman,
1993; Seale, 2012). Reliability indicates the cstesicy with which the instances of one
phenomenon have been aggregated within the samgocgt Validity indicates the accuracy with

which the data account for the phenomena they itbescr

Reliability and validity are tackled by trianguladi the data (gathering data from different
sources) or by verifying the results with an exé¢advisor (Silverman, 1993). The time span given
for the present research did not allow for these@idures. However, some steps were undertaken to

tackle the limitations of the qualitative methods.

The use of Nvivo helps to improve the level ofabllity. The word frequency analysis and
the word proximity analysis help to support the raggtion of the data with statistical overview.
Moreover, in order to guarantee the “fairness” lid toding (Wigren, 2007), minor themes were

even aggregated, therefore expressing the variegheaesponses about a topic.

Furthermore, the validity of qualitative researshhreatened by biases affecting respondents
and interviewer (Bryman, 2001). Respondents mafespblitical biases (Qu & Dumay, 2011). In
the present study, for example, the respondents n@ag answered strategically, due to the
collaboration of the interviewee with thiaad voor Kunst en Cultuuhe collaboration with the
city council was presented in the introduction, nglowith the professional and educational
background of the interviewer. Moreover, the fitepic of the interview was related to the
application for the Cultural Plan 2013-16. Howe\ke interviews evolved into long conversations
and examples and comments about on-going projeets encouraged to increase the validity of
the data. To the same extent, the respondentsgiare the freedom to explore, criticize or expand
on the topics of the interview in an effort to nmmize any form of bias on the part of the

interviewer.

Despite these limitations, the qualitative approhel been selected to generate a “holistic
account” of entrepreneurship (Seale, 2012, p. 1i¥&)the applications for the Cultural Plan 2013-
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16 do not contain. The interaction that the innwgenerates may indeed contribute in eliciting the

knowledge that formal procedures could limit.
3.10 Academic and Societal Relevance

The expected results are relevant both for entnspmship, as a field of research, and for
stakeholders engaged in entrepreneurial policymFem academic perspective, the literature on
cultural entrepreneurship has stressed the relevahthe visions that entrepreneurs create. The
gualitative approach of the present research chstantiate the aim of this vision and its rolehe t

creation of value.

Moreover, the results may help to improve the s#on among administrators, experts and
practitioners, when entrepreneurship is used ageaxion for the allocation of structural funds. On
the one hand, along the interview, practitionersy marganize their knowledge about
entrepreneurship. On the other hand, knowing ttagegjic priorities of practitioners, cultural pglic
experts can better customize criteria, procedunes parameters to the dynamics of the cultural

sector.
3.11 Conclusions

This research deals with entrepreneurship as aistieudecision-making process. The
gualitative approach is undertaken to capture tienpmenon of entrepreneurship from a holistic
perspective and to elicit from practitioners in therforming arts the information that formal
procedures failed to achieve. The literature reviadicated four main topics to be analyzed:
entrepreneurship as an institutional incentiveregmreneurship as an opportunity, entrepreneurship
as a strategy; and entrepreneurship as a visioeselfour topics informed the semi-structured
interviews with the practitioners in the performiags organizations of Rotterdam that applied for
the Cultural Plan 2013-16.

Ten interviews with the general managers of thamigations were carried out between April
and May 2014. The interviews were fully transcribaxd coded with the help of Nvivo, a
gualitative analysis computer-software. Through tlealing, the main themes and the main
narratives outlined by the respondents were ingatd.

The next chapter discusses the results of theateatiysis.
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4 Results

4.1 Introduction

This section presents the results of the empinieakarch on entrepreneurship conducted
among practitioners of the performing arts in Roléen. First, the chapter comments on the themes
that the respondents have discussed concerning ssatton of the in-depth interviews. Each
section corresponds to one of the sub-researchigueguiding the research. The themes are then
organized in the main narratives. Elaborating ags¢hnarratives, the final section provides some
hints to understand how the respondents dealt thélcriterion of entrepreneurship in the Cultural
Plan 2013-16 of Rotterdam.

The number of respondents aggregated in each tleeraported in the text or as a number in
parenthesis. The reported keywords are extractéafothe ten most frequent words used in the
nodes (words of 5 or 6 characters lengths in lengdpending on the node). The quotations
supporting the main themes have been slightly memtigrammatically and orthographically to
make the verbal language easier for the reader. oFiggnal transcripts can be viewed in the

attached CD-ROM.

4.2 Entrepreneurship as an Institutional Incentive

The practitioners were initially asked to frame thaurces of information that they had
adopted for filling in the section about entrepras&ip in the application for the Cultural Plan
2013-2016. The respondents were invited to reflect their personal perspective on
entrepreneurship and to comment on entrepreneuashgcriterion for the allocation of the public
funds. The present section reports the themesigigbd in these two respects.

4.2.1 Entrepreneurship: a Personal Perspective

“Market”, “Audience”, “People”, “Society”, “Knowlede” are the recurrent keywords that the
practitioners adopt when they describe themselwesudtural entrepreneurs. Consistently with
Aageson (2008) and Klamer (2011), the respondesgsribe entrepreneurship as the creation of a
vision to engage investors, donors, customers, radtrators. On the one hand, the engagement is
expressed as a direct “Audience-Market Orientatif)” Through words, such as “Market” and
“Audience”, the interviewees discuss product dédfdration, positioning on the market and
customer driven productions:

e “l always think that you make theater for an audeeiWwWhom am | making
this for? Where can | reach these people?”. Sayiaggyou were taking care

of an audience while making your production was agima dirty word”
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(Heleen Hemeete).
* “He's always thinking about “How can | interest sponsors?”, “How can |
keep my business club happy?”. So he's an entrepren(Carola

Heeremans).

However, most of the respondents (7) express theegt in a broader perspective. As Gray
(2007) observes, in the contemporary political fearmark, the cultural organizations are invited to
prove their social and economic relevance. Thetpi@wers talk about the “Social Role” (7) of the

performing arts and bring in words such as “netwoftogether”, “create”, “happen”. The role of
culture, in general, and the role of the singleaargations are both discussed:
» “l think entrepreneurship is the outcome of the {ghtiscussion about arts. If
arts is necessary” (Mirjam Veldhuijzen van Zanten).
* “How do we reach people? How do we reach out tacttremunity? How do
we prove that we are worth the money invested in cmmpany?” (Erik

Pals).

In order to relate to the market and society, thgpondents describe the entrepreneurial
process (Shane & Venkataraman, 2000; Sarason, &086), referring to a set of related themes:
“Risk Taking” (2), “Achieve-Means to an End” (5)@&fNetworking-Co-creation” (4).

Two respondents explicitly mention the uncertaabyput the future as elaborated by Kirzner
(1997):

“l think entrepreneurship in itself is a good wob&cause you can show that you are
interested in taking steps into unknown terrains. Entrepreneurship means, |
think, the will to take steps that are new with aasurable risk” (Maarten Van

Veen).

Five respondents define entrepreneurship as a “Meaan end”, a set of practices that they
undertake to “achieve” the main cultural goalshe brganizations. “Achieve” is a recurrent word
in this section of the interviews. In this respebg practitioners stress the priority of the cwtu
values over the economic values, as discussed &yt (2011). In addition, they support Hughes
and Luksetisch (2004) when they indicate that @drigentrepreneurial orientation is accompanied
by a higher level of investment in the organizaanain mission:

“We are entrepreneurs in means, the way we do shimgt we are not entrepreneurs

in the goals that we try to achieve. The goal thattry to achieve is very much -
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well, | speak for myself - driven by the valuestthavant to create in a city like

Rotterdam” (Gabriel Oostvogel).

Four respondents stress the uniqueness of culnamabhgement, a creation through a “Value
network” rather than a value chain (Bilton, 200Bespondents talk about “Networking and Co-
creation”, saying words such as “network”, “togethédiscussion”. Although entrepreneurship is
accused of having squeezed out free transactioribeircultural sector (1), entrepreneurship is
generally well accepted as a label and networkiagreported as the core of cultural
entrepreneurship:

“A few years ago, Conny and | said to each othat the had to invest in our
network in the city of Rotterdam. That was our pcdil network, a network within

the city council, a business network in our artt@e®ur colleagues. It wasn't that
we hadn't a good network before, but we realized ithcould be better” (Thomas

Smit).

Summing up, the respondents consider entrepreripuesha dynamic process, aimed at
engaging audiences and positioning culture andi@lliorganizations in society. Such a process
evolves with measurable risks and interest-baskabowations.

This social dimension seems the one missing orer@neurship as a criterion. Confirming
what Bilton (2006) points out, entrepreneurship,aasriterion in the Cultural Plan 2013-16 of
Rotterdam, is perceived by the interviewees astaicgve managerial set of indicators.

4.2.2 Entrepreneurship as a Criterion

Commenting on entrepreneurship as a criterionamttlicy of the local City Council, most of
the respondents (6) agree that entrepreneurship Hdarrow financial scope”. Despite the advice
on entrepreneurship released by Raad voor Kunst en Cultuu2010) invites to explore the
concept of entrepreneurship as a business antcadisativity, the practitioners in the performing
arts tend to interpret the criterion only as thditglio gather private revenues:

« “Sadly, in the cultural sector, it's mainly seentgsng to develop income
outside of subsidies. That's a very narrow integti@n of the term
entrepreneurship” (Gabriel Oostvogel).

« “Well, | think that, at the time, cultural entrepeurship was only taken as a
business model. If | am a good entrepreneur, itnwdhat | have a good
business model. It means that | know how to eaow to generate income

other than through the usual funding bodies antdwng a successful piece
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that | can sell” (Kristin de Groot).

Two main aspects appear to be problematic fromréspondents’ perspective. On the one
hand, the invitation to collaborate solicited by tgovernment is perceived to be too close to
standard business practices, thus overemphasiziaged back-office services over creative
dynamics (Bilton, 2006; Scott, 2010). Four respotsiecomplain about “Collaboration as
management”:

“What the government sometimes wants you to dong/éu to merge with another
organization and you share one marketing employhere’s more. You feel that
that company is good - they have a technician ardhewe some money from
marketing - so you join and you have a productagether. That is the way we deal

with it” (Heleen Hemeete).

On the other hand, the criterion for entreprenaprsitiggers a feeling of redundancy. The
respondents feel as if they had “always been emnepirs” (4) in the sense of acting for financial
independence. Entrepreneurship is reported aslaofashat has made popular the struggle for
financial independence that used to be hidden:

“There's a remark I'd love to make. We are an pngreeurial orchestra, we have
always been. In the beginning, people were lookiagn on that. Our classic and

wine concept, people thought lowly of that” (Carbleeremans).

To sum up, entrepreneurship as a criterion meaasdial independence from subsidies and
sharing back office services, with little conceor tultural goals and organizational identities.
Taking the assessment of entrepreneurship as radyrttie respondents tended to comment on it
by reporting on previous achievements of the omgin. This may contribute to the explanation
as to why, in the applications for the Cultural P2013-16, the section about entrepreneurship
presented little vision of the futurB&ad voor Kunst en Cultuu2011).

Reflection on the future seems to be stimulatedenmmy the concept of opportunity. The

themes highlighted by the respondents talking abpportunities are discussed in the next section.

4.3 Entrepreneurship as an Opportunity

As a second step in the interview, the practitisngere asked to reflect on the perceived
opportunities to create economic and/or culturdles (Shane & Venkataraman, 2000). According
to Hughes and Luksetisch (2004), when organizatemdress higher commercial incomes, they

tend to work harder in the definition of the maimssion. The respondents confirm this expectation.
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The interviewees deal with the perceived opporiesitreflecting on theaison d'étreof the
performing arts.

In term of themes, all the respondents (9) reféiCtommunity building”. The top ten words
used by the respondents to highlight this conasgtide “people”, “public”, “friends”, “audience”,
“community”, “connection”, “family”, “members”. Searal networks are discussed. Business
networks that can lead to future sponsorships ekind donations. Opinion leaders that can
introduce to new segments of audiences. Family ortsvthat can expand existing audiences.
Social artistic creations that can bring in thelmutbom the early steps of a production. At theeco
of each network, there is the construction of attmorthy relationship to favor future spin-offs. A
few examples of this central concept are as follows

* “We perform in strange locations, at strange mosieWe can reach new a
new public thanks to it. That might be dancing aimner for the all the
people working in the harbor, the opening of the s¢ation of Rotterdam,
but also the opening of a new apartment building &ind of special night
for students. It's very broad” (Thomas Smit).

» “Eighty percent of our public are made of frienawl damily. That is where
we are trying to find an extra public. For examplejou are working in a
company, you can ask your colleagues to come tahisater. That happens
more and more” (Mirjam Veldhuijzen van Zanten).

* “The fact that those 12 women from all over the ldbkazame together in
Holland created a very special theater productiam.us, that was a perfect
way to reach their families, their friends, theamomunities” (Erik Pals).

e ‘“lIt's matter of building relationships and gettitg know each other very
well. They have to trust us as well. They haveetrn that our productions
are really for them” (Heleen Heemete).

» “Kris, | feel so enclosed in the studio, | wantlte of use to the community
again, | want to engage the community in my worgduse I'm convinced

that that process can also nourish my artwork”gtiide Groot).

In order to enhance this relationship with sociéiyr respondents see an opportunity in the
extra information that can be provided about thenéextending it over the traditional live show on
the stage. According to the interviewees, the exar@ mainly aimed at breaking down the barrier
between producers and consumers. The composerallagsvine performers are invited to close the

gap between the stage and the audience. Refewirgjlton (2006), the practitioners seem to
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operate holistically through the value-chain, shiftthe emphasis from the content to the overall
experience:

“We want to enhance the musical experience of thigov. That will eventually turn

into our second business. The live concert is boethe musical information and

the musical experience will be the second. (...) Tha marketing concept, but it's

also a business concept and, in the end, an artsticept” (Gabriel Oostvogel).

Summing up, entrepreneurship as an opportunityuisipto practice in terms of social
networking. The practitioners describe themsehepeople enhancing the social relevance of the
performing arts. The extra information appears & dme of the sources to activate such a
relationship with society.

This attention to the whole production process eewras well, when the respondents
comment on entrepreneurship as a strategy. Thhe i®pic of the following section.

4.4 Entrepreneurship as a Strategy

In this section of the interview, the practitionersre provided with a chart containing a list of
the organizational aspects and strategies thatamally affected when nonprofit art organizations
cope with a change in the revenue-scheme. The wiifp topics were discussed: output
maximization, spending patterns, organizationalcstire, programming, pricing, marketing, fund-
raising and stakeholders.

The respondents express a variety of orientati@sgecting the variety in size and mission of
the organizations in the research sample. Whatésasting, however, is that, when commenting on
the on-going organizational dynamics, the intendew confirm the main themes expressed
reflecting on entrepreneurship in terms of persqeatpective and opportunities. The respondents
restate the “Audience-orientation” (8), the focus ‘®Networking and connections” (6) and the
relevance of the “Overall production process” (e ten most recurring words in this section of
the interview include “people”, “audience”, “markeg”, “experimental’, “location” and
“connected”. Finally, the majority of the practitiers outline the cost-benefit mentality that is
fostered by an increased relevance of commeraahne (Froelich, 1999; Kirchner et al. 2007).

Froelich (1999) and Kirchner (Kirchner et al., 2D@dggest that higher level of commercial
income in the non-profit arts organizations comanglwith autonomy, flexibility, financial health
and cost-benefit mentality. The interviewees confithis expectation. Dealing with topics such as
collaborations (1), human resources (1), programgr(, volunteering (2), merchandising (3) and,
above all, fund-raising (6), most of the responddi) elaborate cost-benefit analysis referring to
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the operating costs and the competitive environment
* “A friend-scheme. Well, we have friends, but wenthithere is more
investment on our side than a gain. So we haveonosfon that” (Carola
Hereemans).
« “All the cultural organizations, they are all comipg, and it's not only
culture, it's also education, like schools, uniitezs and also healthcare, like

hospitals. Companies go crazy with all the requéstssponsorship they
receive” (Erik Pals).

Selecting the strategies to undertake that the dtualipws, most of the respondents (8) save
the investments that promise to be more effectivaudience generation. In this respect, the trends
tend to diverge from the literature. Kirchner (Kirer et al., 2007) affirms that a higher level of
subsidies determines a higher level of marketingestment to increase the visibility of the
organization. On the contrary, in the sample of ghesent research, the investment on marketing
accompanies a decrease in public support. Six nelgmis indicate that the expenditure in
marketing has been kept at the same level or exggaased, despite the budget cuts.

The trend can probably be explained by the neegeterate the attention and the word of
mouth that the social networking requires in ortiebe fueled. The topic of social networking,
already discussed in the previous paragraph, emexgain when the interviewees comment on
their organizational strategies. Six respondenist@ “Networking and connections”:

“Not business companies specifically, it's broatlélnink that's again the main thing
of this company. We want to build a network thathlvepe - but we almost know for
sure - that from that network there will be somsuits. That can be financially, but

also in barter or relations or whatever” (Thomastpm

In order to enhance the networking, four resporsld¢alk about “Inviting people to the
process”

* “We already programmed an event in a little theatere we invited people
to talk with us. We are going to make a documentiiry and we are going
to look for a location to make it. We asked thenbrainstorm with us about
the location” (Maartje van Doodewaard).

« “l think that the workshop format is nice becausemle feel so engaged in
the work and they understand from an experiencel,ldvom a sensorial

level, what the eventual product is about. It'sardy about seeing those two
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people on stage, but also understanding what tmeydaing on stage”
(Kristin de Groot).

Discussing entrepreneurship as a strategy, themdsmnts seem to diverge from the general
expectations of the literature, also in terms afgpamming orientation. According to Di Maggio
and Stenberg (1985) and O’Hagan and Neligan (200&kr level of subsidies and a higher level
of market dependence favor conventional programniihg authors describe conventionality as the
adoption of the mainstream classic repertoire. Apt® of respondents indicate this outcome
throughout the interviewd but four respondents seem in fact to investigese repertoire for
targeting different niches of the public. The néedngage the audience determines “Customized
programming” rather than program conventionality:

“We are trying to stimulate the artists to work trdisciplinary and to work on a
theme, not all the time Romeo and Juliet, but shimgtthat is more experimental or
something that is really thought for an audiencau ¥an also make a theater play
for a special group, and then you can sell it. Ayplor the school or a play for

elderly people and that helps” (Mirjam Veldhuijzean Zanten).

Summing up, the practitioners put entrepreneuralia strategy into practice in terms of cost-
benefit analysis and audience orientation. The eawg#i orientation is expressed as a direct
marketing investment and as customized programming.

The influence of the competitive environment on goemnming is also the main topic
discussed when the practitioners elaborate on tison. The vision of the future is analyzed ie th
next paragraph.

4.5 Entrepreneurship as a Vision

In this section of the interview, the respondenerevasked to reflect on their previous
contributions of the interview in order to providevision of the future. In this vision, they were
invited to reflect on the evolution of the perfongiarts.

Some respondents talk about “Market competitior)? (Bonsistent with the conclusions of
Werk (Werk et al. 2008), the interviewees foreseseetor with fewer organizations and smaller
productions. However, the main topic discussedheyréspondents is programming.

In relation to the future of programming, Europeanilaborations (3) and total integration

19 Concern about the future of programming is exg@ssy six respondents talking about the functioritafent

development”.
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between marketing (2) are mentioned as strategiortynities. However, in line with the previous
paragraphs, the most recurring theme concernindutiniee of programming is “Networking” (7).
“Available” and “network” appear among the top temrds of the topic, along with “people”,
“audience” and “marketing”. The theater as a buildis successful when it turns into an “arena of
knowledge” (Gabriel Oostvogel) and the product®successful when it succeeds in “building up a
relationship” (Erik Pals):
» “l think that the way people go to the theater nchginge as a result of how
this new generation of makers engages with theeagdi It's so different
from before. They want to have a dialogue. Theytwarhave an exchange
of thoughts, ideas, impressions and experiencesst{i de Groot).
* “You have to relate to society. | think that thengmanies, the producing
companies but also the venues, they have to rétateociety” (Heleen
Heemete).
* “What we want to be is the musical guide for evedgp We want to be the
center of excellence, and knowledge, and guidamace, pleasure, and
happiness, and fun, to establish bonds with ped@abriel Oostvogel).
» It is because he lives there, it is personal wdtat's why it works so well.
He is what he’s doing. That is where the futurgasig to. That is where the
people who really want to make arts are going Mirjam Veldhuijzen van

Zanten).

The respondents enhance the concept of creationghrthe value-chain already discussed in
the previous section (Bilton, 2006). In the visminthe practitioners, the consumer experience and
the content production merge down into a sharedymton process.

Summing up, the practitioners put entrepreneurstsipa vision into practice in terms of
market selection and new ways of producing. Theketgiressure as a threat and the networking as
an opportunity are the forces driving the perfomgniarts towards a higher level of social
engagement.

Social engagement is the main topic throughout éhBire data set as well. The main
narratives are discussed in the next section.

4.6 The Main Narrative: Entrepreneurship as Social Accaintability

The previous paragraphs have shown the main thdéanesach section of the interview.

Throughout the four topics of the semi-structureténviews, the information has been clustered
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under 17 themes. Each of these themes represamideain Nvivo, the software used for the data
analysis. The software allows the organizationhefnodes according to the word-proximity of the
text they contain. Carrying out such an analysieggall the nodes defined by the present research,
thus the following diagram emerges:

Figure 1 - Themes organized for word proximity
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Focusing on the routes where two main branchekeofliagram converge, the graph outlines
three central nodes. Each node defines a maintivarra

The top node clusters the themes dealing with teeaksengagement within the production
process. The themes derive from the conversatibostavision and opportunities. They portray the
production process as a source for the producectuster the attention of the audience from the
early stages of the artistic work. As a resulthed market-social orientation, the relevance of the
artistic production results as a dependent variablthe ability of the topic and the producer to
engage a community. This node can be labelledeasaltrative of “Social Production”.

The bottom node clusters the themes dealing wite flersonal perspectives on
entrepreneurship. The practitioners indicate thrgim mission in the enhancement of the social role
of their organizations. In this framework, the peepeer collaborations are reported as a support t
networking if they come from the need to co-creata)e the result is problematic if they are based
on pure managerial goals. This node can be labaidde narrative of “Role in Society”.

The central node aggregates the themes describingpeeneurship as a set of financial and
managerial practices. The themes put entreprenipursthe framework of market competition and
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cost-benefit mentality. In this framework, entreprarship expresses good business practices
supporting the strategic goals of the organizatidigs node can be labelled as the narrative of
“Management”.

Summing up, the main narratives show how the pgracérs put entrepreneurship into
practice in the performing arts. Entrepreneurshiplies effective management and cost-benefit
analysis. However, traditional management is nothat core of cultural entrepreneurship. The
practitioners perceive their main goal in the aoeabf new forms of social productions enhancing
the social role of the performing arts organizagiohhe respondents open up the entire production
process to generate new opportunities for engatiegaudience in the live performance and
account for the social value of the performing.arts

Direct revenues are hardly ever mentioned in thiscgss of social accountability.
Nonetheless, the social accountability emergeshasntain source of value. No matter if the
practitioners are market or political entreprengii@som, 2003), the social accountability of the
organization is the main goal. Proving that theaargation is socially relevant for a group, ithet
starting point for pursuing revenues from publid @nivate sources.

The implied business model reminds the two-sidetkataf online distributors. In the online
distribution, free content clusters the users, whatsention is then sold to the advertisers (Handke
Stepan & Towse, forthcoming). In the performingsathe increasing number of events of activities
generate the visibility that is exploited to attraonors, sponsors and major incumbents, or to
legitimize the public support in term of city bramg (major institutions), social cohesion
(community art) and artistic creativity (niche puoers).

The main narratives can be summarized as follows:
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Figure 2 - Entrepreneurship as Social Accountabili
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In this framework, entrepreneurship in the Cultd?&n 2013-16 emerges as a criterion that
overemphasizes the relevance of managerial practiger strategic goals. The topic is further
discussed in the next paragraph.

4.7 Entrepreneurship as a Criterion: Management over Stategy

Commenting on entrepreneurship as a criterion enQbltural Plan 2013-16, the respondents
outline three main themes. First, they point at ‘th@ancial narrow scope” of the criterion. This
theme is close to the theme “Cost-benefit mentality expressed when commenting on the
strategies. Second, they affirm the long term commemt to entrepreneurship (“Always
entrepreneurs”). This theme reflects “Market Contipet’ as expressed when commenting on the
vision. Finally, they criticize the “Collaboratiores management”. This theme contrasts with the
theme “Networking-Co-creation” as expressed whemroenting on the personal perspective on
entrepreneurship. In all, the themes cluster aradhedox “management” in the scheme of Figure
2.

According to the respondents, therefore, entrepneshdp as a criterion refers to managerial
themes that are implied by their personal visioremtrepreneurship, but which miss the strategic
aims of the performing arts. This juxtapositioneaefs the issue that Bilton (2006) identifies asros
cultural policies in general. The logic of the pads tends to converge either on financial
accountability or in pure for-profit logic. On tleentrary, the cultural sector relies on specificiab

dynamics of creation that often evolves during canapin-offs.
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Exploring alternative criteria for the allocatior public funds exceeds the scope of the
present research. Nonetheless, the analysis psosaae hints for improvement.

First, since social accountability emerges as taertheme throughout interviews with the
practitioners, the concept should deserve a mortwilel® assessment. The advice on
entrepreneurship published by tRaad voor Kunst en Cultuf2010) frames entrepreneurship as
business and artistic creativity. The financialfpenances, though, are the only ones assessed with
the use of a parameter. Indicators of the socieb@atability of an organization may contribute to
bringing the criterion of entrepreneurship closertle practitioners’ expectations. Among the
indicators already in use, the position in the naglof the 50 top cultural institutions accomplishe
this role for the major incumbents. Similar indwat may developed to assess the social role of the
organizations operating in ethnic and artistic agh

In addition, entrepreneurship does not seem thiekiegsvord to elicit the vision of the future
that entrepreneurship as a criterion was meanbvstef Raad voor Kunst en Cultuu2010). The
respondents show a propensity to begin their reporntrepreneurship through summaries of the
organization’s evolution. Other keywords appear enafficient to trigger future oriented
reflections. According to the present researchef@mple, valuable alternatives could be keywords
such as “opportunity” and “vision”.

To sum up, entrepreneurship as a criterion in thiku@l Plan 2013-16 is put into practice in
terms of management practices. This may help tdagxphe lack of vision of the future in the
applications discussed by the report of Re&ad voor Kunst en Cultu{2011). The introduction of
new keywords and the adoption of measurementshirsbcial accountability of the applying
organizations may help to elicit richer informati@md reduce the gap between the public
procedures and the strategic orientations of tipdicgmts.

4.8 Conclusions

This chapter has analyzed the themes outlined éyetspondents discussing entrepreneurship
as an institutional incentive, as an opportunityasstrategy and as a vision. In the four sectidns
the interviews, the interviewees talk about sevamtinemes. Together, the themes cluster along
three main narratives: management, social producia social role. Therefore, entrepreneurship
in the performing arts results as a set of trad#@ldusiness procedures that support new forms of
social production designed to stress the role & trerforming arts in society. Overall,
entrepreneurship consists in a networking proceasdiat providing social accountability for the
performing arts.

The relevance of social accountability triggers soquestions. How is the process that
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generates social accountability converted intostasuiable business model by the various types of
organizations? How does this process affect thatéhenakers? These questions are addressed in

the conclusions of the thesis.
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5 Conclusions

51 Introduction

This thesis has investigated how entrepreneurshpoiti into practice in the performing arts. A
gualitative approach has been undertaken in oodelentify the standpoint of the practitioners and
to study the opportunities that the people in figduiceive and contribute for creating them. Ten in-
depth interviews with managers of the performinig arganizations in Rotterdam have attempted
to elicit a vision of the future of the performiags, stimulating a reflection on entrepreneurstsp
a criterion for the public policy, as an opportyrand as a strategy.

The present section summarizes the main findingsneents on the limitations of the results
and suggests avenues for further research.

5.2 Main Findings: Creating Value through Network and Process

The Austrian School of Economics has introduceddcept of entrepreneurship to stress
the role of knowledge in economics (Kirzner, 1998)zner (1997) argues that the players in the
market create business opportunities by perceimmgsing information and generate knowledge
through interaction. Entrepreneurship is a prodkasis rooted in the asymmetric distribution of
information among participants (Eckardt & Shane€)3®0and emerges out of the nexus between an
opportunity and the people operating in a dynammrenment (Busenitz et al. 2003). In such an
interaction, the participants not only spot an opputy (Shane & Venkataraman, 2000), but
actively create it (Sarason et al., 2006), dealinitp market and institutional incentives (Folsom,
2003). In the cultural sector, entrepreneurs fotercreation of value operating across the value-
chain (Bilton, 2006) and creating a rhetoric (Klayn2011) that engages people in a vision
(Aageson, 2008).

The present research reveals that the networkagleeengaged in the vision is currently the
main source of value of the performing arts. Thevoek actually accounts for the social value of
an organization and, by increasing their socialoantability, the performing arts organizations
increase their chances to exploit institutional aratket incentives.

The relevance of social accountability determinesiress and artistic consequences. In
business terms, networking is more important thamegating revenues over a single project. The
business model implied by the practitioners is kintio the two-sided business model that has so
far been investigated on the internet economy (Kard al., forthcoming). The practitioners invest
in order to gather the attention of the audiena# they use this attention to attract sponsors or to

increase their legitimacy for receiving public fiumgl
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In artistic terms, engaging the audience meansatipgrextensively through the production
process, extending the moments open to the pukdi@ result, the product of the performing arts
seems to overtake the definition of a live perfano®in a given space and time provided by Towse
(2010). The invitation to the production proce$s éxtra information about the performance and
the follow-up are as determinant as the main perdmice to reinforce the interaction with the
audience.

Summing up, the main narrative framing entreprestaprin the performing arts is social
accountability. “Networking”, “people”, “connectidn“together” and “society” are the recurring
keywords that the practitioners use when they ptrepreneurship into practice.

Such a conclusion may have been emphasized byetigndof the research. Limitations and
avenues for further research are discussed ingkieparagraph.

53 Limitations and Avenues for Further Research

This research investigated entrepreneurship byyaing the performing arts organizations
that applied for the Cultural Plan 2013-2016 oftBatam. The social background of the city (See
Appendices - section 6.2) may have influenced theeleisions. The city has suffered major social
changes with social cohesion emerging as a pdlitgsue. The urge to tackle this issue may
overemphasize the need of the interviewed prangti® for social accountability. On top of this,
two interviewees work in the multi-ethnic south esidf the city. Social inclusion is the main
mission of the organizations that these people g@na

In addition, the respondents were informed thatrésearch was carried out in collaboration
with the Raad voor Kunst en CultuuPart of the investigation concerned an elabamatib the
criterion of entrepreneurship as defined by fRaad voor Kunst en CultuuiThis certainly
facilitated the contact with the organizations, libé respondents may have given strategic
responses to emphasize their social commitmenthandocial relevance of the local government’s
investment.

Furthermore, the research avoided any counter sisaby the information provided by the
respondents. The evaluation of tRead voor Kunst en Cultug2011) was used to customize the
single interviews, but the information released thg respondents was not challenged by the
analysis of the on-going performances of the omgiuns. As a result, no data support the priority
that the respondents gave to the networking pramessthe profitability of single artistic projects

Moreover, the sample expresses a great varietyrgdnzations. This variety reflects the
richness of the performing arts sector in Rotterdéimus providing different perspectives on

entrepreneurship. On the other hand, however, gty has not allowed a saturation of all the
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topics analyzed. This limitation particularly amgsdito the section of the interview about strategies
where the replies have diverged according to the @nd the mission of the organizations.

Finally, the qualitative research is supported byitarative process from the data to the
literature. The deadline for the present reseasshriot allowed the possibility of fully completing
this process. In particular, the limited time has allowed the opportunity to review the reseamsh o
the two-sided business model and the marketingtemt@on throughout the production process.

These limitations point to avenues for further egsb. Further studies could indeed explore
how the organizations create values out of therat@ccountability. In the sample, three strategie
have been mentioned by respondents. Larger orgamigaare undertaking branding strategies.
Medium size organizations are sharing data seténdcease the scale and the efficiency of
marketing and customer relationship managementar@rgtions working with an ethnic-public are
setting up consultancy companies to sell their ifpdamow-how on the segment. Through purpose
sampling, further qualitative research could elab®on these strategies, while ethnography could
shift to the audience’s standpoint and enlightem filnction of the extra information provided
across the production process.

Finally, by concentrating attention on educatiomstitutions, it would be interesting to
follow the creative process of the younger theatakers. The description of their work indicates
dynamics of social innovation. Entering those dymancould reveal how the new theater makers
merge artistic creativity and social accountabhility

54 Conclusions

This research reveals that practitioners in thdopming arts put entrepreneurship into
practice, while endeavoring to increase the soa@ountability of their organizations. The
conclusion may have been influenced by the so@ekdround of the city of Rotterdam. However,
the multi-ethnic society of the city under analysifbecoming a common feature of many major
urban centers across Europe. It may therefore teeesting to conduct further research to see how
the process that generates social accountabifityeinces the young producers and is converted into

a sustainable business model by producing compan@®rganizations managing theater venues.
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6 Appendices

6.1 Introduction

Two sections compose the Appendices. The firstisealescribes the background of the
research. This section traces the evolution ofdhiéural policies of Rotterdam, explaining the
origin of the criterion of entrepreneurship that leuggested the research. The second section
reports instead the letters used to engage thaiaajons and the calendar with dates and location
of the interviews. The full transcriptions of thaarview is finally available in digital format vt
the attached Cd.

6.2 Rotterdam: the Origin of the Entrepreneurial Cultur al Policy

This section provides an overview of the evolutidrthe cultural policies in Rotterdam. The
first part recalls the main events that has shapeddentity of the city and the main goals of the
cultural plans across time. The second part reploetsole of the criterion of entrepreneurshipha t
Cultural Plan 2013-16. Finally, the third part suarines the results of a short pre-research
conducted on the applications submitted for théuCal Plan 2013-16.

6.2.1 Rotterdam and the City's Cultural Plans

The identity of city of Rotterdam has evolved tlghusome dramatic events that makes its
social composition and sky line unique in the Dutaidscape (Lavanga, 2004; Russo et al., 2005).
Established as the main harbor city in Europe profca trade vocation developed since the Middle
Age, Rotterdam has attracted immigrants from a#raothe world, creating a variegated melting
pot®. Erased by the bombing of the Second World Wa,dity center has become the arena for
architectural and urban experiments that conveyutsristic perspective still evolving through
constant digging and building.

For long related to the image of an industrial tpewer the last decade the city has actively
promoted urban and cultural policies to reshapéaléatity. Various identities have been addressed:
financial hub, commercial center, and cultural node

Hitters (2000) provides an overview of the evolatiof the arts and urban policy of
Rotterdam. First, in the 50s and the 60s, cultuas @ne of the service that the city council progide

among his welfare services. The legitimacy for pulelxpenditure was given by the aesthetic

20 Over a population of about 660.000 inhabitaRistterdam boosts 135 nationalities, with sizablaarities from
Suriname, Turkey, Morocco, the Dutch Antilles arap€ Verde (Russo et al., 2005).
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education of the population. Over the 70s, a sepbrede started. The investments were oriented to
social development, therefore moving from tradiéibforms of arts to contemporary and amateurs’
forms of expressions. Such a trend was brought tenal in the 80s, when the economic support to
the arts lost its legitimacy. The cultural policyasvthen merged with the urban policy. Arts and
culture became urban facilities to increase thdityuaf life and make the city attractive to the
business sector. That was the time when a higheal lef private contribution could was first
advocated as an alternative to the public experaditu
Since in the years 2001-2004, when the cultural plaa four year basis was first introduced,

the role the public-private partnerships has beerfarced. As Russo (Russo et al., 2005) notices:

“In the most recent cultural plan, the city seembave changed its policy towards a

larger involvement of the private sector. Since ldrge private actors operating in

Rotterdam seem not to be interested in investingculiure (besides the odd

sponsorship), the local authority tries now to poten the entrepreneurial

development of individual artists and cultural ngera” (Russo et al., 2005, p.

283).

The trends that Russo (Russo et al., 2005) higisligliorm as well the Cultural Plan 2013-
2016 that gives the starting point to the presemtys
6.2.2 The Cultural Plan 2013-2016 and the Criterion of Etrepreneurship

In the Cultural Plan 2013-2016, finally approvedtbg City Council in November 2012, both
the reduction in the operating budget and the atiaih to explore artistic entrepreneurship are
confirmed. On the one hand, following the geneaataction of the council's budget, the operating
cultural budget was finally determined in 72.43limil euros, a sum around 20% lower than the one
invested in the Cultural Plan 2010-2013 (91,8 willeuros). On the other hand, “Entrepreneurial
Qualities®* was one of the five guidelines orientating Reterdam Raad voor Kunst en Cultuar
the allocation of the public funds to 109 orgarias that had appliéd

Entrepreneurship had a central status in the etraluaAlong with the specific committee for

each cultural sector, indeed, in tRaad voor Kunst en Cultuar specific committee was appointed

21 The other four main criteria were Artistic QtxglDNA of the City, Talent Development, and Metotifan Area of
The Hague-Rotterdam.

22 The 109 applicant organizations were categorinethe following sector: Fine Arts, Architecturand Design;
Dance, Theater, and Stage; Museums and Culturatager Movie and Media Arts; Music; and Leisure and

Community Art. 33 organizations received a negadigheice by thdRaad voor Kunst en Cultuur
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to evaluate the entrepreneurial quality of the gutyg across all the 109 applications. The committee
operated on the basis of an advice on entrepremputisat had been published on July 2010 to
define the artistic and business goals that theumall plan wanted to achieve stimulating
entrepreneurshifRaad voor Kunst en Cultuur, 2010)

In the advice, entrepreneurship is defined as ehgihg criterion pointing at innovation in
business and artistic sense. Cultural entreprehigumnplies looking ahead to realize one vision
(“binderi) and improve the organizational structure to @age the financial performances and the
level of satisfaction of the stakeholderbdliweri). Cultural entrepreneurship is broken down by
the Raad voor Kunst en Cultuun three main categories depending on the size phnasge of
development of the organization. For the mall oizm@tions, the focus is in the definition of a
vision. For the middle size organizations, the atde collaboration and in the application of
business strategies derived from the profit sedtor. the main institutions that constitute the
infrastructure of Rotterdam, finally, the emphasien the enhancement of the efficiency.

Quantitative indicators are adopted for a firsteasment of the level of entrepreneurship.
These indicators — constituting what tRead voor Kunst en Cultuwtefines as “personal income
standard” - capture over the years 2009, 2010, ,2ELnumber of visitors, the total amount of
subsidies, the amount of subsidies provided bynrbaicipality, the own income, the revenues and
the position in the rank of the 50 top culturalttiingions of Rotterdam (assessed by the consultancy
companyBeerdg. Out of these indicators, the own income rataltamount of subsidy divided by
number of visitors) and the own income ratio (owoome divided by the total amount of subsidy)
are derived.

Despite these quantitative indicators, however,Raad voor Kunst en Cultuuecognizes
that detailed monitoring and accountability cardléa stagnation. Therefore, the advice invites to
adopt a qualitative approach to measure entrepremeuas the ability of the organization to be
aware of the changing environment and to adapt tooth artistically and commercially. The
invitation is to replace a “checklist approach” hvitloser consultations with the organizations to
understand their performances and their fit todbitext. In the advice, however, this qualitative
assessment is not further developed.

Despite the advice, the criterion of entreprenaprstas turned out problematic for the
applicants. The next section reports the indicatioh a little pre-research conducted over the
applications submitted for the Cultural Plan 2083-1
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6.2.3  Criterion of Entrepreneurship. A Pre-Research on tle Applications

In each of the 109 applications submitted for thelt@al Plan 2013-16, the cultural
organizations had elaborated their “entrepreneuygllities”. In the early stages of the research,
this large set of applications suggested to caantyaocontent analysis. The plan was to inform a
coding scheme through the literature on entrepmshgu and analyze the applications to pinpoint
the resources, the values, the stakeholders, tdupis and the processes that the practitioners of
the cultural organizations in Rotterdam had refete elaborating the entrepreneurial qualities of
their organizations.

A first scan of the applications has suggestedtttmtiocuments did not suit the analysis. The
scan, undertaken with the help of a Dutch spedias, revealed that neither the format nor the
content of the documents represented a valid diabalysis.

In terms of format, the applications stored at Read voor Kunst en Cultuwf Rotterdam
present a high level of discrepancy. The entrepnealequalities are stated both in a national
government form and in the city council applicaio®ometimes the two documents link to each
other and references to other sections of the egimins are common as well. As a result, the
entrepreneurial qualities are sometimes assessedonple of lines and sometimes over six pages.
The discrepancy in lengths and the blurring bourdanf the section make hard any comparative
analysis.

In addition, in terms of content, the applicatiorsport on entrepreneurship mainly
summarizing the projects completed by the orgamimat A past perspective dominates over the
future perspective that the economic literatureeotrepreneurship discusses. When developing
strategies are mentioned, they are sometimes sumeddry short general statements such as “we
are going to increase our market”.

For the performing arts organizations, the contdnthe applications has substantiated the
critical report of theRaad voor Kunst en Cultugf011). According to the outcome of the formal
procedure, the practitioners in the performing appear to have little ability to organize their
knowledge on entrepreneurship and little visionpgupng their strategic decisions.

This pre-research has informed the developmerttefibal research described in the present
thesis. The performing arts organizations have le#imiduated as the relevant sample of the study
and a qualitative approach based on semi-structumedviews has been adopted to elicit the

knowledge that the formal procedures of the apftinehad failed to generate.
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6.2.4 Subsidies to the Performing Arts: Cultural Plan 20®@-12 and 2013-16

This chart present the subsidies allocated by the@uncil of Rotterdam to the Performing
Arts Organizations over the Cultural Plan 2009-&8 the Cultural Plan 2013-16. The variation in
absolute value and percentage is calculated.

Table 4 - Subsidies to the Performing Arts. Cultur&dPlan 2009-12 and 2013-16

Subsidy per year Subsidy per year Var. 2009-2012/ Var. % 2009-2012/

Organization

(Cultural Plan 2009-12) (Cultural Plan 2010-13)  2013-2016 2013-2016
Showing Companies

De Doelen Concert en Congresgebaouw € 4.442.000,00 .228.800,00 -€ 213.500,00 -481
Gouvernestraat € 270.500,00 €0,00 -€ 270.500,00 00,0
Luxor Theater € 3.484.000,00 € 1.100.000,00 -€ 2.88/00 -68,43
Rotterdam Wijktheater € 403.500.00 € 428.500,00 €0PE00 6,20
Theater Maatwerk € 50.000,00 €50.000,00 €0,00 0,00
Ro Theater* € 2.737.000,00 € 2.400.000,00 -€ 337.000,00 -12,31
Rotterdamse Scouwburg* € 5.992.500,00 €5.300.000,00 -€ 692.500,00 -11,56
Theater Walhalla € 175.500,00 € 215.500,00 € 40.000,00 22,7¢
Theater Zuidplein € 2.526.500,00 € 2.250.000,00 -€5P1600 -10,94
Theater Netwerk Rotterdam (TNR) € 90.500,00 € 75010, -€ 15.500,00 -17,13

Sub Total €20.172.000,00 €16.047.500,00 -€4.124,600 -20,45

Producing Companies

Conny Janssen Danst € 252.500,00 € 450.000,00 € 090050 78,22
Danseateliers € 306.500,00 € 306.500,00 €0,00 0,00
Doelen Ensemble € 95.000.00 € 75.000,00 -€ 20.000,00 1,052
Hotel Moderne € 176.500,00 € 176.500,00 €0,00 0,00
Maas** € 1.183.000,00 € 1.580.000,00 €397.000,00 33,56
Nieuw Rotterdams Jazz Orkest €50.000,00 €0,00 80600 -100,00
Onafhankelik Toneel / Opera OT € 904.500,00 €0,00 904500,00 -100,00
Productiehuis Rotterdam* € 433.000,00 € 400.000,00 33:800,00 -7,62
Rotterdams Jeudg Symphonie Orkest €50.000,00 €Q00)0 -€ 30.000,00 -60,00
Rotterdams Philarmonisch Orkest € 6.658.000,00 €6560,00 -€ 60.500,00 -0,91
Scapino Ballet Rotterdam € 1.008.000,00 €1.115.000,0 € 107.000,00 10,62
Sinfonia Rotterdam € 120.500,00 €119.500,00 -€ 10000, -0,83
Wunderbaum# € 156.000,00 € 350.000,00 € 194.000,00 124,36

Sub Total € 11.393.500,00 €11.190.000,00 -€ 203.500,0 -1,79

Total € 31.565.500,00 € 27.237.500,00 -€4.328.000,00 13,71

* Application in the coalition of Theater Rotterdam
** Coalition of the former organizations: Max, Mesk, Siberia)

(source: Rotterdamse Raad voor Kunst en Cultuur)
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6.3 Research Materials

This section presents a model of the mails senthéo performing arts organizations in
Rotterdam to engage them in the research. Two naadsreported. The mail introducing the
research and asking for the interview and the mé&ibducing the topic of the research once the
interview was scheduled. Finally, the last sectiontain the calendar of the interviews realized to

carry out the present research.
6.3.1 First Introductory Mail

This is an example of the mails sent to the perfiognarts organizations of Rotterdam to
engage them in the research. Most of the emaile sent the last week of March. A few others the
second week of April following a meeting with tRaad voor Kunst en Cultuyointing at some

organizations that had not been included in thigaidist.

Dear (name of the director),

| submit this mail to ask for an interview aboutrepreneurship in the performing art sector
as a part of my final research for the mastertsuitural economics directed by Arjo Klamer at the
Erasmus University in Rotterdam (my supervisor nsfgssor Mariangela Lavanga. You can mail

her for further details on the researchaatanga@eshcc.eun)niThe interview should take about

one hour and it is designed to help the Art andw@ealCouncil (my contact there is Marc Fonville)
to improve the next cultural plans. Entrepreneyrstas indeed become one of the main guidelines
for the allocation of the structural funds, but gtandpoint of the practitioners in the field has n

been investigated yet. The interview I'm askingisameant to fill this gap.

| am addressing you as a general manger of theniaageon. The topics are better dealt
indeed by a person with a broad perspective onsthetegy of the organizations and on the
relationships with its stakeholders. The alterreatoan be the employee who has oversees the

application for the structural funds.

If it suits your agenda, | would kindly ask to arge the interview over the last weeks of April
or, as a second alternative, during the first dafyMay. In order to avoid overlapping, | include
here the interviews that have already been arranggdother venues and producing companies in

Rotterdam:
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— list of dates for the interview
— list of dates interview
My contacts details follow for any further detably may need about the research or the

content of the interview.

Looking forwards to your reply, | thank you for th#ention and the collaboration.

Kind regards,

Silvio

6.3.2 Mail Introducing the Topics of the Interview

This is an example of the mail sent to the intex@e once that the appointment had been
scheduled. The email informally summarizes thedepiefined in the Methodology Chapter.

Dear (name of the interviewee),

Here comes a short summary of the topics to bauslsd. If any point is unclear, please, do

not hesitate to ask for further details.

In general, the interview wants to be an open cmat®n about entrepreneurship.
Entrepreneurship is indeed becoming very popul@nters cultural programs, but it does not have
a clear definition. The conversation should helstep down to the real word and collect hints to
improve the policies of the city council and helagditioners to deal with the criterion in formal

applications.

Specifically, | want to explore four areas. All &iber, they trace a sort of evolution from the

past to the future.

* Going back to the last application for structurahds, I'd like to know the sources of
information addressed to fill in the section abentrepreneurship (colleagues, members of
the councils, professional association and prevexyerience). The question is meant to
explore the personal point of view about "cultuealtrepreneurship”, what the concept

means, what is an opportunity and what is perceigaseda threat, who talks about
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entrepreneurship and why. Do you consider it asopgy label or you reject the concept.

Why?

Several organizations have suffered severe cutsnamdreductions in the subsidies are
expected. How is your organization coping with tiange in the revenue scheme? What
are the on-going consequences in the economicepisewell as in the artistic one? How is
the organization adapting to the new environment?

I'll show some notes about the strategies thabpmihg arts organizations normally apply

when less subsidies come in. We will comment omihie strategies that apply and the
ones that do not. The list is a starting point, ibus not meant to be restrictive, so any
personal contribution is welcome.

Here we'll try to be a kind of visionaries. Outtbé current changes, out of the strategies,
what performing art sector do you expect, which dag/ou envision, what in it will be the

role of your organization?

All'in all, feel free in any point to create yowvo world of "entrepreneurship”, the one that

frames your decisions and the decisions of youarmggtion.

Looking forwards to our conversation.

Kind regards,
Silvio Mini
6.4 Interviews: Date, Organizations, Interviewee

This chart reports the calendar of the ten intevgiearried out for the present research:

Table 5 - Interviews: Date, Organization, Interviewee

Date Organization Interviewee
1 | 11/04/14| De Doelen Concert en Congresgebouw Gabriel Ooskvoge
2 | 15/04/14) Theater Netwerk Rotterdam (Tnr) Mirjam Veldhuijaean Zanten
3 | 16/04/14 Ro Theater Erik Pals
4 | 17/04/14] Theater Zuidplein Doro Siepel
5 | 24/04/14| Sinfonia Rotterdam Carola Heeremans
6 | 24/04/14| De Doelen Ensemble Maarten Van Veen
7 | 28/04/14| Danseateliers Kristin De Groot

88



APPENDICES

30/04/14) Rotterdam Wijktheater Heleen Hemeete
15/05/14 Wunderbaum Maartje van Doodewaard
10| 21/05/14| Conny Janssen Thomas Smit

(source: own elaboration)

89




