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Preface

When a good friend of mine told me that her financial savings evaporated as a consequence of the bankruptcy of Icesafe, the famous bank from Iceland with its tempting high benefits, I knew what the main topic of my Master thesis would be: The current financial crisis. Subsequently I linked this subject to my favourite artistic discipline, the performing arts. 

But where to start writing when being a laywoman in the field of the financial market and where barely any research is done yet? The first months of writing this thesis certainly have been the most difficult ones. For hours I searched the internet and newspapers to find relevant information. Writing this thesis was like riding a rollercoaster of emotions, in process and in enthusiasm. I faced a storm as well. It became obvious that discipline, planning and efficiency are no strengths of mine. However, six months later I can present you, on time, my thesis about the threats and opportunities the Dutch performing art sector faces in consequence of the current financial crisis.

I would like to take this opportunity to express my thanks to all the respondents for their time and their openness. Furthermore I would like to give thanks to my supervisor Professor Arjo Klamer for his effort, inspirational input and for giving feedback on my thesis in such a short period of time. The latter also goes for Kristien Werck, my second reader.

Many friends helped me through these exhausting months and I especially want to thank Hubert Kolk and Jan Stobbe for reading my thesis and giving remarks and comments, Djehan Lauwers and Wesna Snijder for assist me in designing the questionnaire, Liesbeth van Rietschoten, Nicole Carlier and Michiel Visser for helping me out in the last minutes. I would like to thank Gerard te Lintelo for correcting my English writing and to revise long and understandable constructions of sentences. My boyfriend Jorn te Lintelo deserves a big thank you for always having faith in me.  
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Introduction

A crisis is a serious threat to basic structures or to fundamental morals and values of a social system. In times of a crisis, a short period to make decisions and an eminent uncertainty oblige to making critical decisions. (paper about managing crises, County of Flevoland)

There is a crisis, we are told. It is called a credit crisis, a financial crisis or even an economic crisis. For the purpose of this research the term financial crisis suffices. The basic economic market structure started to totter only after the stock market collapsed and large banks went bankrupt and got nationalised. The events show how narrowly connected our lives are to and how dependent we are on money and on a growing economy. The expression ‘money makes the world go round’ seems all the more appropriate to the current situation. The financial crisis makes people uncertain and somewhat dissatisfied. Where do we go to from here? What do we consider to be important in our lives? These are questions that people are asking themselves.

The experience of this crisis is partly fed by the media since they give a day to day account of the economic decline, of companies getting bankrupt and of people getting unemployed. Research showed that 15 percent of the Dutch population is directly affected by the current financial crisis in terms of losing their position and/or concerning their income. (national survey 21 minuten.nl, 2009) However, a crisis is a subjective matter as well. As far as I am concerned it might confront me directly in a couple of months, when I have to go out into the big world and have to find a job. Then my situation can immediately turn from being an observer into being a victim of the financial crisis. To some extent this thought is alarming.  

But is it a crisis? Some economists speak of an economic recession that soon will be over so that we can resume our lives as we know it. Other economists state that we are facing an economic crisis that will bring a drastic change in the system after we have crawled out of the deep valley. How dramatic will this crisis turn out to be as a matter of fact? A Cassandra-like prediction is not possible at this moment, July 2009. It is difficult, therefore, to define the dimension of this financial crisis. The degree of severity, however, the extent towards our economic and social basic structures are threatened, determines the extent of change. This hypothetical look into the future allows us to assume the worst, that the financial crisis will have such a deep impact economically, socially and culturally, that it will result in systematic changes. At last, is a systematic change always a scary matter or is it necessary to proceed?

For the purpose of this research I zoom into an industry that also is assumed to be threatened by the financial crisis; the Dutch performing art sector. Lucebert wrote in 1974: All things of value are defenceless. The arts yield exceptional values to the society. Art is said to broaden our horizon, to give meaning to our lives in order to construct individual and collective identities. (Holden, 2006). On the other hand it is difficult to measure the value of art. Its overall value can hardly be captured in monetary terms. Yet, the existence of the performing arts can only be guaranteed when efficient financial means are available. High quality art is thriving at its best in an environment of a pro-active, stimulating government, that developed to become the most important patron of the Dutch performing art sector, together with the participation of a large devoted group of audiences and several other stakeholders who are supporting the arts. However, this environment is threatened and consequently the performing arts are put in a vulnerable position. When a house of cards collapses it might take the beautiful things that excite us with it. When a crisis threatens basic structures, such as current funding arrangements of the arts, can one expect that precipitated decisions will turn into critical decisions at the expense of the financial support to the performing arts? Research showed that 31 percent of the average Dutch population agrees with a major cutback in expenses for the arts and culture (national survey 21 minuten.nl, 2009). The question then is; to what impact will this cutback lead on the short term and what will it actually cost us in the long run?

This research intends to illustrate a momentum or snapshot of what has happened so far. Possible threats, however, also might create new opportunities. Hence, in order to determine the threats and opportunities of the financial crisis for the Dutch performing art sector, I pose the following research question:

What threats and opportunities will Dutch performing art organizations be confronted with in consequence of the current financial crisis?

The focus is foremost on external effects that might threaten Dutch performing art organizations. Stakeholders who are financially involved with performing art organizations play an important role. These stakeholders are: the government as the biggest patron of performing arts organizations, commercial companies which are committed in sponsorship relationships, private cultural foundations and the audience. Opportunities as approached in the theoretical part refer to the inner strength of the performing arts, the extraordinary social, cultural and economic values they have for the whole society. In this context I am particularly interested in the willingness of stakeholders to continue their support for the performing arts. Even though I presume some withdrawal of funding, I am curious as to a possible increase of support of stakeholders, considering the above mentioned extraordinary values. These aspects are translated in the following additional questions.

· What are the biggest economic threats that performing art organizations are facing due to the current financial crisis?

· Are the three different stakeholders who are involved with funding willing to increase their support?

· What are the first steps theatre accommodations are taking due to the current financial crisis in terms of formulating strategies?

· To what extent does the financial crisis create opportunities for the Dutch performing art sector?
Thesis outline

Chapter one: In the first part of this paper I will give a rather technical description of the financial crisis. As being one key element of the research question, a detailed description of the course of events of the financial crisis is asked for in order to understand its relevance but also its complex range. It must be said that, when approaching this subject, the most current information about the financial crisis and current effects on the performing art sector are cited from and discussed with the help of media reports such as the serious newspapers NRC Handelsblatt, de Volkskrant and Die Zeit. Hence I try to approach these reports as objectively as possible and underline their subjective, somewhat exaggerated messages in order to make a clear point, by putting contradictory newspaper reports opposite to each other. 

Chapter two: In this chapter three groups of stakeholders who are involved with funding are discussed, in order to underline to what extent they might be considered to be a threat. Their present motives for funding can be considered to be an important determination as regards to what extent they might change funding strategies towards the performing arts in times of a financial crisis. The position and influence of the stakeholders who are financially involved can be considered to be external effects or possible threats the Dutch performing arts sector are exposed to.

Chapter three: The third chapter, however, deals with opportunities and changes the financial crisis might bring along economically and socially in favour of the performing arts. I will present the extraordinary values of the performing arts. Furthermore I point out to what extent the cultural entrepreneurial attitude of performing art organizations can be considered to be a decisive factor to weather the storm. These two aspects represent the internal strength and power the performing art organizations have. 

In order to investigate the reaction in the field a qualitative research, by doing face-to-face interviews, is conducted. The research field consist of four theatre accommodations and of two local authorities in medium sized Dutch municipalities and of two commercial companies and of two private cultural foundations. The results of the empirical study are presented in chapter 6, 7 and 8. 
Chapter One : The Financial Crisis and its effects on the Dutch Performing Art Sector
‘Five years ago hardly anybody thought that modern nations would be forced to endure bone-crushing recessions for fear of currency speculators; that major advanced country could find itself persistently unable to generate enough spending to keep workers and factories employed; that even the Federal Reserve would worry about its ability to counter a financial-market panic. The world economy has turned out to be a much more dangerous place than we imagined.’

(Krugman, 2000) 

Even though the famous economist Paul Krugman formulated these words ten years ago, he hit the right nail of the current economic situation on the head. The current financial crisis celebrated its second birthday in June 2009. In 2007 the financial crisis went the final straw when the so called credit crunch of the  United States’ housing market led to the economic malaise we are facing at the moment, ‘caused by the banks; the high priests of capitalism.’ (Schelhaas in Trouw, September 25th 2008). Media all over the world daily report regarding the effects and consequences on different industries and on consumers. Everybody knows somebody who became a victim of the financial crisis, got unemployed or now is hunting for a job. Since the ‘Federal Reserve’s reading showed that 86% of industries have cut back production since November 2008’ (Isidore, 2009) it got painfully clear that a thunderstorm is approaching. Several sources describe the cobweb of events. I have to admit that I am a laywoman with regard to knowledge about and understanding of financial market processes. I therefore use sources that give a short and understandable overview. Analysis by Hull (2008) and research by the Rabobank (2009) and a short and entertaining movie by Jonathan Jarvis (www. Jonathanjarvis.com, 2009) helped me to get a glimpse of what is going on in the economic world. In brief I will give an overview of the courses of events that caused the economic explosion in 2007 in order to identify the complexity of this key object of this research. Following the principle of cause and effects, I presume the current financial crisis a basic problem that might cause the assumed financial problem to the Dutch performing art sector. 

1.1 Facing the storm – The current global financial crisis

The crisis begun with the crash of the American housing market, the housing bubble in 2007 and turned into a serious global financial crisis. (Rabobank, 2009; 7) From 2000 on the American housing market knew a rapid and unprecedented period of growth. (Hull, 2008) Banks, suppliers of mortgages and investors smelled the big money and mortgages were bought and resold with immense profit. Banks started to divide these mortgages in different collateralised debt obligations ranging from safe to risky obligations, with a high rate of return for the most risky obligations. They then sold these mortgages for a fee to several groups of investors, such as pension funds, insurance companies, sovereign funds and hedge funds. The investors who got a much higher rate this way, instead of the low rate of interest offered by the Federal Reserve, wanted to increase their capital by buying more obligations of these mortgages. (informational movie by Jarvis, 2009)

Around 2006 however the US housing market was saturated. Maintained by greed and the fairy tale of an everlasting growing economy, this saturation led to a turning point. The balanced relationship between creditworthy consumers who kept buying and suppliers of mortgages led to a situation where lenders started to sell mortgages to less solvent people, selling so called sub-prime mortgages, or in common parlance: ‘Liar Loans’ (referring to the fact that people could safely lie on their mortgage application because their statements would not be checked) and ‘NINJA’ (referring to applicants who had No Income, No Job, and no Assets) (Hull, 2008; 3). Whereas more and more house owners failed in their mortgage obligations, supply of housing increased and demand decreased. This resulted in a decline of housing prices. In 2007 this situation led to a crisis on an interbank money market level. Banks and investors got bankrupted and the credit market was frozen. (informational movie by Jarvis, 2009) This credit crisis turned into a global financial crisis since in the global financial market all countries are involved with invest and lend money to each other. The chain reaction hit Europe and the Netherlands in October 2008 when several big banks suffered a huge loss of their capital and got nationalised. 

Even though we already ended up in a recession, economic prognosis show that the financial crisis is not over yet. The tension in financial markets is still very high (d’Arvisenet, 2009). Citizens are paralysed. No one knows what to think and what to expect, nor who to blame. The linear analysis that Jonathan Jarvis and others are presenting cannot be seen as black and white. It was not just the speculation wave on the American housing market, not just greedy investment bankers who sold  worthless loans as profitable securities. Neither can solely be blamed the hedgefunds, who borrowed cheap money in Japan in order to invest in the US or Europe, nor the Chinese who intensively bought US-government loans which resulted in a growing American mountain of debt. The whole globalised world has profited from the disproportional lifestyle the Americans got used to. (Die Zeit, 2009) Also Jongen (2009) shares this opinion and states that we cannot consider the crash of the American housing market as the beginning of the financial crisis, but as an end of a chain reaction of an unstable process. The crisis is a ‘waterfall of sequencing impurities that accumulated in the financial market, an oil slick that subsequently expanded over many segments of our economy’. (Jongen, 2009) The economic situation in the Netherlands can be described as follows: Figures from the CBS (Centraal Bureau voor de Statistiek, 2009) show that economy in the last quarter of 2008 declined by 0.6 percent, measured in gross national product and for the first quarter of 2009 this decline went even down to – 4.5 percent. De Volkskrant reported that the unemployment rate will raise by 9% (de Volkskrant, 2009), companies are going bankrupt and government deficit will rise from 3% in 2009 to almost 6% in 2010. (Rabobank, 2009) The financial crisis disseminated from the banking sector to other industries such as the heavy industry, the constructing industry, the catering industry and transportation. Hence the financial crisis is getting a broader dimension via transmission mechanisms to other industries. (VNO-NCW, 2009). This research by VNO-NCW also shows that consumption on the demand side, thus purchasing power stays relatively stable in 2009. Isn’t it a logical consequence that purchasing power will decline when unemployment rate rises? One can easily think of an ominous future in the Netherlands.

But how to deal with this complex somewhat elusive phenomenon? The first steps to reduce a drastic economic downturn, with its high rates of unemployment, are taken by national governments. ‘The classic answer, the one that has been associated with the name of John Maynard Keynes, is that if the private sector won’t spend enough to maintain full employment, the public sector must take up the slack. Let the government borrow money and use funds to finance public investment projects – if possible to good purpose, but that is a secondary consideration – and thereby provide jobs, which will make people more willing to spend, which will generate still more jobs, and so on. The Great Depression (…) was brought to an end by a massive deficit-financed public works program, known as World War II.’ (Krugman, 2000), thus Krugman ironically ends his analysis of the Keynesian approach to end financial and economic crises. Nonetheless, governments in many countries are acting exactly this way. Massive cash injections made by the government, mainly into the banking system and the heavy industries, are meant to prevent bankruptcy and a growth in huge unemployment. Whether these economic stimulus packages will ultimately be successful cannot be said at this moment. But one thing is for certain, these major investments of the governments are at the expense of other budgets. ‘Increases in public investments are combined with reductions in current budgets, and create shortfalls, of which some, often indirectly, are passed on to non-profits.’ (Anheimer, 2009).
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Photograph 1: Picture of a Chinese Job Fair

The described economic situation clearly indicates that economy and the global money market are a dynamic but vulnerable system that by its fluctuations has a huge impact on everybody’s well being. However, this observation is foremost based on media reports that maybe exaggerate to stress the severe message. But who knows exactly what will happen in the future? How severe and breaking will the financial crisis be? The photograph above shows thousands of job seekers in China standing in line, desperately hoping for a job. Similar pictures are made in the United States as well. Does the photograph look familiar? The black and white pictures of job seekers in the United States in the early 1930-ies immediately come in mind. The Great depression of 1928- 1932 knows a similar course of events and is known as the severest economic crisis until now. In the context of the current financial crisis the Canadian economist Michel Chossudovsky even talks about the Great Depression of the 21st century (video from Global Research Lecture, 2009). 

The following flashback of economic history is sketched to compare it with the current economic situation. The foremost question in this context then must be: what can be learned from history in order to design the future? Is the current financial crisis genuinely the epitome of our worst nightmare or does it turn out to be better in comparison to this black page in economic history? Will the current financial crisis brings a systematic change as the Great Depression did?

1.2 The world out of joint - the Great Depression


The Great Depression is presented as an example in order to demonstrate to what extent an economic crisis can result in basic social, cultural and economic structural change. With the development of industrialisation at the end of the nineteenth century the world, and certainly economy got more complex. New markets and resources were struck and established, employment moved from rural farmers area to the growth of cities and the service sector developed. After World War I, lasting from 1914 to 1918 a new world order moved from monarchy to a first attempt of a capitalistic democracy in Europe. International trade was booming and the 'first era of globalisation', characterized by rapid growth in international trade and investment between the European imperial powers, their colonies, and, later, the United States arose. (Bawany, 2008). The twenties of the last century are known as a prosperous decade, the golden twenties. This era came to an end when the first serious economic breakdown occurred: the Great Depression starting in 1929. 

The Depression was an incredibly dramatic episode--an era of stock market crashes, bread lines, bank runs, and wild currency speculation, with the storm clouds of war gathering ominously in the background all the while. Fascinating, and often tragic, characters abound during this period, from hapless policymakers trying to make sense of events for which their experience had not prepared them to ordinary people coping heroically with the effects of the economic catastrophe.

(Bernanke in Evans, 2008)
Starting with a serious collapse of stock-market prices on the Wall Street, New York, the economic downturn soon affected other countries in the world, especially Western Europe. Decline in economic activity such as industrial production caused a general price deflation and wholesale prices of most industrialised countries declined from 30 percent and more between 1929 and 1933. This led to bank insolvencies, loss of confidence in economies, a reduced level of spending and drastically rising unemployment. (Britannica, 2009). In Europe the Great Depression hit hardest those nations that were most deeply indebted to the United States, such as Germany and Great Britain, though most Western European countries were facing serious economic downfall as well. Recovery of the Great Depression was mainly achieved by government intervention such as currency deflation and monetary expansion, the so-called Keynesian approach. The government reacted by lowering the real rate of interest and by an increase in economic activity (Saint-Etienne, 1984; 58). Recovery from the Great Depression in Europe occurred in World War II and was followed up by the so-called welfare-state between 1950 and 1970, a time of economic growth and prosperity where trust in economy and government returned and welfare was heralded. 

In the United States, the crawling out of a deep economic crisis led to a flourishing time of the performing art sector. As part of the Works Progress Administration (WPA), the federal art program was introduced for the sake of major investments into the arts and culture, primarily with the objective to institute art and culture as a means to re-establish or reconstructure morals and standards in the after-crisis society. Performing arts were brought to people in ‘working-class neighbourhoods, outside factory gates, and in small towns whose residents had never seen a play.’ (Britannica, 2009) In Europe, after World War II a similar process started as the welfare-state was consolidated. Massive funding from public means due to subsidy by the government made its entrance in the performing art sector which resulted in a significant growth and establishment of theatre accommodations and performing art producing companies. Public funding as justified by the general idea of cultivation, cultural dispersion and participation, typifies the welfare-state of the 1950-ies and 1960-ies. Whereas in the United States this grant aid to the arts was provided temporarily, in the Netherlands the government became the biggest patron in funding of the performing arts. A dominant funding arrangement that lasted for more or less sixty years until now. The example of the Great Depression reveals to what extent a deep crisis in economical and social basic structures led to a complete change in the system of funding arrangements in the arts and culture in the Netherlands. 

In the 1980-ies, the second oil shock in 1980 resulted in the disinflationary crisis and led to high rates of inflation. Control of inflation due to an increase of interest led to a global recession. The royal welfare- state could not handle the high unemployment rate and as a consequence funding by the government got under pressure for a long period. (Rabobank, 2009) Massive government expansions and subsidy on the welfare-state, such as on care, culture and education were no longer feasible. However, this crisis did not lead to drastic changes in the system of funding in the Netherlands. 

In so far, this economic history teaches us that it keeps repeating itself. Not just the course of events was similar, also the Keynesian governmental approach until so far has been chosen to cure the economic malaise. Financial crisis that took place in the last century were often caused by a combination of untenable macro economic policy, credit booms, major inflows of foreign capital and nontransparent balance sheets of the banking system, combined with the absence of policy and control. (Rabobank, 2009) Some experts say that the current financial crisis cannot be compared with the Great Depression. Ben Bernanke, chairman of the American Federal Reserve and described as an expert of the Great Depression, for example, gives several reasons for that. In contrast to the Great Depression, unemployment rate and nominal wages remain reasonable due to better job search, job matching mechanisms and increased labour mobility. (Evans, 2008) Just like in times of the Great Depression ‘widespread bankruptcies of individuals and firms affected banks and the financial system in a way that led to a rapid decrease in the money supply.’ (Evans, 2008) Therefore the Federal Reserve, the treasury and also the government to some extent are bailing out banks and trying to boost confidence in the financial system. Furthermore, the social safety net, like for instance providing social benefit as we know it today, did not exist in the 1930’s, as Bernanke puts the current financial crisis into perspective. (speech Bernanke at the annual Economic Forecast Event, 2008). On the other hand, what would you say, being the chairman of the Federal Reserve, the central bank of America? However, more and more critical voices are heard about the present greedy economic market. Will the current financial crisis also bring along a change in the basic economic system? One that is based on the well-being of every single citizen and that will increasingly correspond with social and cultural structures? 

Regarding to the basic economic structure an alternation of dominant players can be observed as well. In times of financial crises, the government appears to control and invest into the market until the free market system recovers to become the dominant player again. At the moment the government is a little more becoming the dominant player in the economic game. But governmental resources are not inexhaustible and the question is for how long it will be able to inject cash into the market. When the financial crisis proceeds or even gets severe, more pressure will be put on to governmental resources. This could be at expense of budgets for social and cultural purposes.

To zoom into the sector of interest of this research: why am I concerned with the well-being of the Dutch performing art sector? In the system of economic complexity the performing arts too are a piece of this enormous puzzle as they are subject to demand and supply, expressed in monetary terms. The focus thus lays on the hard economic aspects and approach of the performing arts. In this context I assume that the performing arts will feel some negative economic consequences of the current financial crisis. To underline this presumption I will go deeper into the special characteristics the performing arts which make them vulnerable economically.

1.3 The vulnerability of the performing arts

The performing arts are:

…artistic productions that are performed on a stage and which are consumed and experienced at the moment of the performance. Performing arts are theatre, dance, music and musical theatre in all its facets. 

(Langeveld, 2009)


To keep on the economic path, the performing arts are dependent on external financial support due to several characteristics. The performing arts suffer from market failure as most cultural economists have identified. In a perfect competitive economy demand equals supply and therefore price and income equals or even exceed marginal costs. Market failure relates to economies that cannot achieve an efficient allocation of resources such as income. (Lipsey & Chrystal, 2004) Heilbrun and Gray (2001) claim that several determinants such as externalities and lack of information cause market failure. The positive external benefits, the soft aspects, art and culture have on a society will be extensively argued in chapter four, the value of culture. The market, however, ignores these externalities and therefore the performing arts produce too little output to cover their costs. 

The thinking about the economic aspect of art and culture started with the publication of Baumol & Bowen’s book  Performing arts: the economic dilemma in 1966. The authors claimed that the performing arts are subject to the cost disease. ‘This means that productivity lags behind other sectors of the economy and prices have the tendency to rise.’ (van der Ploeg, 2002*). These rising prices tend to lead to the so called earning gap, meaning that expenditures and earned income are out-balanced. This gap is intended to be covered by unearned income, or contributed income, such as public funding and private income such as ticket box revenues. Because the performing art sector is innovating in process, technology and products, Cowen (1996) and Throsby (2001) claim that Baumol’s cost disease does not occur, or is reduced to a minimum. 

Moreover, the vision of most cultural organizations is not to make profit, but to reach an as broad group of audiences as possible, based on their social and cultural policy, and therefore entrance prices are kept as low as possible. (Throsby & Withers in Heilbrun & Gray, 2001) Performing art organizations therefore can be characterised as non-profit organizations whose motivation can be described as follows: ‘Over an appropriate period of time, the firm tries to maximize attendance, while presenting a repertoire that meets its own quality standards, subject to the constraint that revenues from the box office plus other sources must be sufficient to cover costs. The possible other sources of revenue are primarily government subsidies and private charitable donations.’ (Throsby & Withers in Heilbrun & Gray, 2001; 121).

Are these sources of revenues being put under pressure? This might be the case when, for example, government deficits will rise from 3 percent to 6 percent in 2010 (Rabobank, 2009) due to the major cash injections into the market. Another threat comes along as ‘the proportion spent on recreation gradually increased tells us that recreation behaves like a “luxury good”, something that people want relatively more of as their living standards rise.’ (Heilbrun & Gray, 2001;16) Taking the dependency on external financial support together with the premise that the performing arts are a luxury good, emphasizes the first proposition: that the performing arts will face difficult times due to this financial crisis. Revenue from box offices are therefore assumed to be put under pressure as well. Because isn’t is logical that, when the economic living standard as a consequence of the financial crisis decreases, consumption in recreational activities including attendance in the performing arts then will decline? As less money is circulating in the economy, it can be claimed that the performing arts, as being highly dependent on external financial support, will feel the consequences as less money will be spend on the arts. 
 
Another problem the performing arts are dealing with is a decline in audiences, a process that started in the 1950-ies and led to an elite formation of audiences. Due to the introduction of the Television and massive dispersion of audiovisual material specific groups of audiences stayed away. (Knulst, 1989 in Bevers, 1993; 30) De Grouwe (1991 in van Puffelen, 2002; 105) however claims that expert advisors of art and culture, as being highly educated, judge on their own tastes and preferences which leads to difficult theatre and therefore can be given as a reason for a decline in audiences as well. Considering its economic vulnerability, what is in store for the Dutch performing art sector in times of a financial crisis?


1.4 First signals of the effects of the financial crisis on the Dutch performing art sector - a media observation


 
To briefly summarize: The performing arts are a luxury good that might be less demanded for in economically more difficult times, they were facing a decline in audiences over the last fifty years and are highly dependent upon external financial support. These are all elements that leave a vague premonition of dire straits. To combine the economic situation and the performing arts, what effects can already be announced? The performing arts are subject to a complex structure in the external financial support by different stakeholders. Next to the government, performing art organizations generate income from various sources such as cultural foundations and the market on the basis of sponsorship and income from ticket box revenues. First signals of eminent problems that the Dutch performing art sector faces, in generating income from these different sources, already become clear as the following media observation reveals. 


The national VSB Foundation, one of the most important stakeholder in funding in arts and culture, lost more then half of its capital. In 2009 the foundation has to reduce its yearly budget on behalf of cultural activities to € 26 million instead of the allocated € 30 million (website VSB Foundation, 2009) Next to the VSB also other foundations are expected to reduce their budget on account of the consequences of the financial crisis. The Foundation 1818 (Fonds 1818) for example, contributes nearly one million euro less than it did in 2008 (website Fonds 1818). It gets obvious that the financial crisis also hits the Dutch cultural foundations. 

Apart from this, also businesses are eliminating programmes for corporate social responsibility and donations as Anheimer (2009) claims. For cultural organizations this means greater financial instability and unmet demand. Sponsors are withdrawing funds, so several media report. Due to the reduction of reserves and profit, several companies revise or stop sponsoring cultural activities. Especially festivals face difficult economic times. (Elsevier, June 18th 2009) Also the catering industry is affected by the financial crisis (Volkskrant, November 3rd 2008) 

Regarding to the biggest patron, the government, the situation toughened when Ronald Plasterk, Minister of Education, Culture and Science in 2007 took measures to sharpen the necessity for cultural organizations to generate additional income from the market and therefore reduced the budget 

of public funding. Because the current financial crisis entered the global stages, the matching fund agreement, meant to be an economic stimulus, turned into an economic threat for the performing art sector. The combination of a decline in income from private stakeholders and the consolidation of the current objectives of the cultural policy are subject to discussion and care at the moment. This new policy direction will be discussed extensively in chapter three. To give evidence that something is going on, that the financial crisis effects the Dutch cultural sector, several media reports are presented below.

‘The lower house: less sponsors as a consequence of the crisis’  

(Volkskrant, Oktober 28th 2008) 

Some parliamentary groups fear that the new, more market orientated policy of Minister Plasterk is not tenable because sponsors are withdrawing from funding and also income from private cultural foundations such as the VSB Funds will be less.

‘How fatal is it when sponsors are withdrawing funding? - ‘We have to sit out the dip’ 
(Universiteitskrant Groningen, January 29th 2009) 
Quirijn van den Hoogen is worried about a future of diversity and variety in artistic supply due to the effects of withdrawing sponsors. 

‘Culture and Crisis: Who is paying for the arts?’
(Vrij Nederland, March 21st 2009) 
Wolfs is elaborating on the fact that commercial companies and private cultural foundations are deciding to withdrawing or revising sponsorship. Lately the credit crisis becomes visible in rejection of applications for sponsorship.  

Others give a more reassuring reply. In the article ‘Sponsoring is still proceeding’ Simon Reinink, director of the National Concerthall is optimistic concerning negotiations with sponsors. He has not got any signals from withdrawing sponsor partners. During the economic recession of the eighties, the Concerthall managed to generate 24 million guilders for its renovation. Furthermore, he underlines that the consequences of 9/11 and the dotcom-crisis could have been much worse as well. (Zwol, 2008). A lucky exception or someone cheering too soon?

Giep Hagoort (MMNieuws, 2009) claims that several economic industries, such as construction and farming industry were reacting apprehensively on the financial crisis by asking support from the Dutch government. Not just for taking measures but in order to stimulate a certain climate of entrepreneurship by liberalizing credit facilities. The cultural and creative sector however stayed deafening quiet he says. Also Anheimer (2009) claims that there is very little interest from the arts and culture sector concerning the origin of the financial crisis. The reaction of the management could fall a victim to different approaches as such of the denial or over reaction and blind activism. Anheimer’s description of the reaction of cultural organizations can be described somewhat populist and naysay the situation. However, also research by Helicon in the Northwest region of the United States shows that 15% of the respondents of cultural organizations are in denial whereas only 25% of the cultural organizations react proactive on the financial crisis. They are primarily dealing with the immediate fallout and put some energy in the development of medium or long-term strategies for surviving. (Anheimer, 2009) 

Thus this means the cultural sector itself does not care? Is it not worried about negative effects and consequences on financial assurance and existence? It is indeed conspicuous that cultural organizations in the Dutch performing art sector scarcely give their opinion upon the financial crisis. From my own observation I did not notice any changes in programming or a massive public call for any kind of support. On the website of the ministry of Education, Culture and Science I failed to see any publications concerning measures that could be taken, because of the financial crisis on behalf of the Dutch performing art sector. It seems that the ministry in the Lower House barely discuss the effects and consequences of the financial crisis on art and culture. They seem to act as if the financial crisis does not exist. 

However, the national association of interest of the Dutch art and cultural sector, Kunsten92 organised the debate Cultural profit (meaning the direct profit principle) and the credit crisis, on February 3rd 2009. First results from a survey among the members of Kunsten92 exhibits that cultural organization have doubts about the future. When stakeholders such as sponsors and donators withdraw from funding, competition in funding will increase. Those foundations that have a stable capital will receive more applications also due to the loss of capital by the VSB Foundation. In general, thus monetary support from different stakeholders will decrease. International operating museums and performing art organizations already notice a decline in ticket sale and consequently have to adjust their budget. (Kunsten92, 2009). To put the severity of the effects of the financial crisis on the Dutch performing art sector in a broader perspective, I leave the Dutch situation for a moment in order to present effects on the cultural sector across the border.   
1.5 International comparison
 
The effects of the financial crisis on the Dutch performing arts sector can be best described in an international comparison. To name some figures, in the Netherlands around seventy percent of the average income of performing art producing companies comes from public funding or subsidy. (Oomen, 2005 in Kremer, 2007; 96) Theatre accommodations in 2006 managed to generate 62 percent of their income from private funding and ticket sales revenue. That leaves approximately an amount of 38 percent to public funding. (Langeveld, 2009; 157) In the United States of America non profit organizations generally receive a big share of their income from private parties such as foundations, friend associations, private patrons or trustees. (Kremer, 2007) The biggest share of income in the more ‘complex, decentralized, diverse and dynamic American model’ comes from box office income, approximately 44 percent, followed by 43 percent of income from private parties. The government is good for some 13 percent of support and only 9 percent comes from the federal government. (NEA, 2007) The national government’s share in supporting the arts is in reality much higher, due to indirect financial support. Individual charitable contributions are deductible from taxes and tax concessions thus are the most significant forms financial support to the arts. In times of a financial crisis it got painfully clear that this system turned out to be vulnerable since half of the Broadway theatres in New York city already closed their doors due to empty seats and having trouble finding backers. (De Volkskrant, 2009). German museum directors laugh at the British museums because in Germany they have heavy national public funding which seems to be better then unpredictable sponsors. (Volkskrant, February 20th 2009). 

To return to the situation in the United States, Mc Dowell states in the article ‘Will culture survive the recession ?’; ‘When the economy gets a cold, the arts get pneumonia’, (Rogers, 2009) To give an overview of the situation in the United States, ‘New York City’s Metropolitan Opera struggles as its $300 million endowment drops by a third. A few blocks from The Met, venerable Carnegie Hall cuts $4 million from its budget and takes a scalpel to its 2009-10 schedule, slashing it by 10 percent. (…) It’s a scene that is being replayed across the country. Cultural institutions in the U.S. are facing cutbacks as state and local governments hammer out new budgets with reduced revenues.’ (Rogers, 2009). 
 
In January 2009, in the United States the market research institute Helicon Collaborative conducted interviews with representatives of 28 cultural organizations. They concluded that income declined from 7 to 20 percent whereas sponsorships and donations declined from 20 to 50 percent. Effects on audience behaviour and admissions on the other hand are less clear. Whereas for some organizations audience rates have declined from 5 to 10 percent, some are hit with a decline of 30 percent but others on the contrary notice an increase in audience rates.(Helicon Collaborative, 2009) The situation in the United States is much more precarious than in the Netherlands, as these examples show. However, can the different funding system alone be blamed on this cultural downfall? The financial crisis in fact started in the United States, where the economic situation is more serious, before it hit Europe and the Netherlands. Will Dutch performing art organizations face such gravity with delay? 

1.6 Reflection

It becomes obvious that something is going on. The globalised world faces a serious financial crisis for two years already. As a result of the credit crunch of the American housing market also other economic industries were hit. The example of the Great Depression reveals to what extent a deep economic crisis can cause structural changes in funding arrangements for the performing arts. After the Great Depression and World War II the government became the biggest patron in funding the arts and culture. To what extent the financial crisis will lead to another system in funding the arts and culture cannot be said at this moment because the current financial crisis is not a closed chapter yet. The prediction is that the current financial crisis is still about to start, so the future is still uncertain.    

However, the assumption is that the performing art sector, as being subject to market failure, is put in a vulnerable position. The financial structure and the characteristics of performing art organizations make them strongly dependent on external financial support by public and/or private funding. Moreover, the performing art sector is a luxury good where demand depends on a certain degree of a stable economic living standard. Observation of the media learns that, since no academic literature on that subject is available yet, the Dutch performing art sector is already facing more difficult times concerning generating income. Nonetheless, reports by the media should be handled with care since they cannot be considered to be based on solid research and being completely objective. The government, as being the biggest patron of the performing arts, might withdraw from funding because its resources are put under pressure. The financial crisis is an unexpected circumstance that threatens a successful realisation of the matching fund agreement. Furthermore, withdrawal of sponsors and loss of capital by the VSB Foundation support the preposition that the performing arts are threatened. The gravity of the current financial crisis will determine the extent of a fundamental change in cultural, social and economic structures, and also puts the financial support of the performing arts under pressure. In this perspective also the question can be brought to the fore what position the performing arts will obtain in society when a crisis stirs the basic and fundamental social and economic structures. Critique arises about an unceasing growth in economy that might face a change in its approach and in the system as well, and might influence the funding structure and position of the performing arts. 

To leave the reader in suspense there cannot be given any evidence that the performing arts are facing any real financial cutbacks yet. Will stakeholders more drastically reduce funding as a consequence of the financial crisis? In the next chapter different external stakeholders who are involved with funding will be introduced along with their motivations and valuations they cherish towards the Dutch performing art sector. 
Chapter Two :  The Government, the Market and Klamers third sphere – External Threats?

2.1 The government, the market and Klamers’ third sphere


Dutch performing arts organizations are, to a large extent, financially supported by different stakeholders. Over the last sixty years, a complex structure of funding arrangements developed. When assessing a possible change in a future system of funding arrangements, it is important to understand the current structure and which present stakeholders are engaged with funding. In order to categorize these stakeholders efficiently, both Hitters (1996) and Klamer (Klamer & Zuidhof, 1998) present a model of funding arrangements towards the arts. They do not considerably differ from each other. Hitters distinguishes maecenatism (the individual donator), protectorate (the government and municipalities) and the market (sponsors) of art patronage and links these three sources of stakeholders to four dimensions of support, respectively finance, initiative, organizational structure and the question of legitimation of each different model. Though this ideal typical model of art patronage seems to be more defined and delineated, Klamers model of the three spheres, consisting of the government, the market and the third sphere, offers more space for deepening and the intangible value of the arts. To be more specific, in the light of this research, the government, commercial sponsors and private foundations are chosen as the groups of interest in every sphere. Klamer links his three spheres also to the differentiated values and logics in which they operate. This approach makes it easier to explain the underlying connection and relationship performing art organizations maintain with their financially involved stakeholders. This research also focuses on this relationship between responsibilities and valuation the stakeholders bind and hold to the arts. I therefore choose to take Klamers model of the three spheres as the theoretical model of this paper. Subsequently in this chapter I approach these three groups of stakeholders as a factor of a threat due to the unpredictable positions they might take towards the performing arts and to their own struggles dealing with economic uncertainty.

Klamers model:


Source: Klamer, A. (2005) In Hemelsnaam! Over de economie van overvloed en onbehagen. 

In the present situation performing art organizations mostly operate in the sphere of the government and the market in order to generate income (Klamer, 2005). In 2005 Dutch theatre companies generated an average income of approximately 70% from public funding from the government (Oomen, 2005) The remaining income is partly covered by ticket sale and other income from the market. Theatre accommodations approximately receive 40 percent public funding. (Langeveld, 2009) In the following subchapters the three stakeholders, the different values they radiate and its impact on the commitment to the performing arts are explained. However, expectations and valuation between the performing arts and their stakeholders can differ and might result in misunderstandings and conflicting interests as Holden (2006) claims. In order to provide an extra layer in the relationship between the three spheres and performing art organizations, different valuation towards each other, as categorized by John Holden (2006), are described below. 

2.1.1 Intrinsic values, instrumental values and institutional values


John Holden (2006), former head of culture of the Think-tank Demos, utilises the values of culture in a division of three valuations in order to elaborate on tensed relationships and different interpretations. He starts his research paper ‘Cultural value and the crisis of legitimacy’ (2006) with the statement that art and culture have intrinsic values. These values are subjective experiences of culture on an intellectual, emotional and spiritual level that consequently leads to the problems of measurement and to the problem of the development of a consistent language of expression (Holden, 2006). Instrumental values, to name the second division of valuation, are used to describe additional effects of culture in order to achieve social and economic objectives. This approach is mostly used to measure output and impact of culture on society and economy. Holden claims that just approaching instrumental valuation of culture cannot stand on its own due to the complexity of interaction and the multiplicity of others factors that have an impact on the results. Performing art organizations are expected to be active agents in order to create public value, ‘to be creators of value in their own right’ (Holden, 2006; 18). The way performing art organizations apply certain techniques and processes, their working practices and attitudes to communicate with the public are captured in institutional values which are narrowly related to public values. The stronger ‘trust and mutual respect among citizens is achieved and a context for sociability and the enjoyment of shared experiences is provided’ , the more cultural organizations establish a basis for public value (Holden, 2006; 17). The relationship of concern in this context is the one between performing art organizations and policy makers, or the government and between performing art organizations and commercial companies. Holden claims that a difference in focus on estimating cultural values as described between these two parties might lead to some problems and misunderstandings.

2.2 The governments’ interest in funding the performing arts 

Politics is the great generaliser and art the great particulariser, and not only are they in an inverse relationship to each other they are in an antagonistic relationship. How can you be an artist and renounce the nuance? How can you be a politician and allow the nuance?

(Roth, 1998) 

Since the 1950-ies the national and local government are the main patrons in financially supporting the Dutch performing arts sector. In financing the performing arts the roles of the distinguished governmental layers are divided as follows: whereas the central government is responsible for variety and continuity of the supply in performing arts nationwide, the city governments are responsible for the (maintenance) of the different venues supplied. Counties are responsible for events and distribution of supply within the county (Ministry of OC&W, 2006; 131). Funding is managed in the form of grant aid by the central government. In general performing art producing companies such as orchestras and theatre companies are financially supported by grant aid of the national government. Theatre accommodations receive public funding from local authorities (Langeveld, 2009). 

The general mission of the government concerning the performing arts is to ‘guarantee quality performances while ensuring a certain degree of variety and geographical distribution next to innovation and outreach as important policy considerations.’ (Ministry of OC&W, 2006; 131). In order to achieve individual freedom of expression and diversity in all its scopes, artistic autonomy is vouched for by the government (Pots, 2000). The government not only tries to guarantee artistic freedom but also tries to finance a wide range of art that represent a reflection of the society. The government above all is pursuing social policy objectives like preservation of cultural heritage and a maximum range so as to reach as many people as possible to participate in artistic expressions. Especially fostering of cultural expression on young people and immigrants are main policy objectives implemented over the last ten years (Ministry of OC&W, 2006). 

These arguments and objectives, among others, as described in this subchapter, often suffice or justify public funding towards art and culture and the performing arts. On the other hand, the Dutch performing art sector is constantly part of discussion as to the legitimation of subsidy. It is an ongoing deliberation between insufficiency in financial means in terms of public funding and the social, cultural and economic significance of the art and culture. The discussion of legitimate subsidy for the performing arts has an economic provenance. It is about spending money isn’t it – spending tax money to be more precise. Money that comes from the man-in-the-street who worked hard to earn that money. Considering the fact that in 1999 only 40% of the Dutch population visited at least one cultural organization (de Haan, et.al, 2003, in Capella, 2007), public funding in combination with a growing number of performing art organizations must be carefully decided upon and well defined reasons for legitimation have to be presented. These aspects of critique are juxtaposed in opposition by underlining the social, cultural and economic externalities of art and culture. 

The objectives of subsidising the arts are transcending economic reasons. Referring to its characteristics, art can be seen as a social investment of which all sections of the population should get the opportunity to benefit. In this context broadening accessibility is an argument for public funding in order to keep ticket prices as low as possible. The performing arts namely suffer from a lack of information. Consumers are often badly informed about the supply of art. Though it stays the question whether it is a lack of information or a lack of interest as a rational consequence of the consumers little interest in the arts ( Frey, 2002). Van der Ploeg in this context stresses that art and culture are ‘experience goods, which people can only fully appreciate if they are exposed to them at a young age’ (van der Ploeg, 2002; 348). Therefore, he advocates, there is a strong case for stimulating the demand side through cultural education in order to increase cultural participation in the long run. Next to that, the merit good argument is a popular argument in favour of the arts. ‘The suggestion is that society demands an insufficient amount of these goods even though society can afford them, so the government should subsidise them’ (van der Ploeg, 2002; 350). This argument is somewhat controversial because of its paternalistic characteristics. Art should be accessible to all layers of the society, either by lowering entry prices or by stimulating cultural education on the demand side. Nevertheless this argument is in contradiction with the classical economic assumption of perfect information and having autonomous preferences (Frey, 2002, van Puffelen, 2000). Summarizing from this, legitimation of art and culture underlies a soft argumentation without being able to present hard measures and figures that are able to cover its overall value. Though the government certainly sympathizes with the performing arts, it sees their struggles and therefore (financially) stimulates performing art organizations and participation in it. 

During the last few years the government stimulate the performing art sector to act more entrepreneurial and to generate more income in the market and in the third sphere. In 2007, after a three-year period of governance by state secretary Medy van der Laan, Dr. Ronald Plasterk has been appointed Minister of Culture, Education and Science of the eponymous Dutch Ministry. Especially the implementation of the new policy direction, the implementation of the matching funds, in order to stimulate a more market orientated mentality among cultural organizations draw a lot of attention (Ministry of OC&W, 2008).

2.2.1 The matching fund agreement

In continuation of the cultural policy direction of ‘good governance, patronage and entrepreneurship programmes focused on professionalising the culture sector’ (Ministry of Education, Culture and Science, 2008), minister Plasterk focuses on commercial improvements of the cultural sector. According to the cultural budget he expects to attain these policy goals by reducing the budget yearly with ten million Euro on the one hand and to provide a yearly additional budget of fifteen million Euro on the other, provided by the so called matching fund. Cultural organizations are stimulated to invest and to focus on a durable expansion of a mixture of contributed private income, such as from ticket sale and other income from the market and the third sphere. Within this policy programme additionally generated income will be then matched 1:1 from the matching fund. This new policy direction is intended to work as an incentive for cultural organizations to cover reduction in structural basic subsidy by privately generated income which then will be matched with income from the fund (comissie cultuurprofijt, 2008). 

In combination with the current financial crisis, this new, more market orientated direction of cultural policy gives some cultural organizations a headache since additional financial support is more difficult to generate. When Minister Plasterk proposed this new, more market orientated direction of cultural policy in 2007, the economic situation seemed serene. During the developmental stage of the matching fund agreement, however, the financial crisis appeared on the stage and turned it into a threat for the economic well-being of performing art organizations. The ambitious objectives Minister Ronald Plasterk is emulating with the matching fund seem hardly feasible with the current financial crisis. Several producing companies reacted as if they were asked an indecent request. ‘A ridicules demand’ is an appointed reaction on the matching fund agreement as well as that publicly founded performing art organizations does not produce commercial theatre performances as Joop van Ende does (Start, 2008; 75). Directly effected by the matching fund arrangement are performing art producing companies that receive a grant aid subsidy from the national government. This approach to cultural policy thus might threaten the economic well-being of performing art organizations as they are put in a split position of dealing with reduction in public funding on the one hand and the difficulty of generating additional private income, due to the financial crisis, on the other hand. Furthermore critique arose that the reintroduction of the direct profit principle, meaning an increase of ticket prices, is in contradiction with the policy objective of stimulation of cultural participation of every social class (Kunsten92, 2009). The relationship between the government and the performing arts however might complicate a smooth and corporate denouement out of this economic malaise, even more when expectations and valuations towards each other differ, as John Holden (2006) claims.  

2.2.2 Intrinsic versus instrumental values


Returning to the different values Holden is describing, the government is foremost valuing the performing arts for their instrumental values. In a governmental sphere, civil servants are concerned with mass social outcomes in the matter of simplification and decision making processes on a large scale (Holden, 2006; 28). Whereas artists and cultural organizations are intrinsically motivated and are attached to these values, politics are foremost advocates of promoting and adhere the instrumental values of art and culture such as social and economic regeneration. Cultural organizations have to adapt to governmental values such as equity, rules and objectiveness. Artists and politicians also encounter difficulties in the different rhetoric they use. 

Cultural organizations that apply for public funding have to adapt to the rhetoric of the government to some extent. It is characterised by time consuming applications that have to be filled in, lobbying with politicians and bureaucrats and learning to set the right tone to meet key policy objectives. ‘We also have to recognise that the language used where culture and social policy meet is maddeningly obscure, riddled with jargon, not understood by some of the people who use it, and not understood by the public (and the professionals) at all. Terms as social inclusion, diversity, quality of life, health, well-being and community safety sometimes have technical meanings, sometimes not, but in any event the meanings are not widely shared.’ (Holden, 2006; 29). However, the notion of a governments’ objective to use culture in order to improve well-being, health and community safety, to cure social ills, seems a bit an old-fashioned welfare-state policy objective, used in the Netherlands to legitimate public funding until the 1980-ies. Nowadays in the Netherlands instrumental values are still very important, but less in the realm of welfare than in promoting and enhancing policy objectives towards touristic values, immigration and to foster a new generation of cultural participants. As a matter of fact, the governmental sphere developed to become the dominant sphere where also its values appeared to dominate the focus and working method, cultural organizations are prioritising. 

2.2.3 John Leerdam versus Ivo van Hove

I already suggested that the government and performing art organizations use a different rhetoric and language in how they approach each other and artistic values. The following article ‘2x reductions + a financial crisis = undistinguishing art’ (Volkskrant, November 15th 2008) demonstrates the different perceptions, valuations and expectations these two stakeholders have. Ivo van Hove, director of the Toneelgroep Amsterdam and John Leerdam, member of the Lower House of the political party Partij van de Arbeid (PdvA) enter into a conversation about current cultural policy, the matching fund, the financial crisis and the endeavour of culture. Whereas Van Hove underlines the importance of attracting a broad and diverse audience as possible, he claims that public support is required to guarantee artistic supply of a high quality. With the proposed reduction in funding, the matching fund agreement, tickets, due to the direct profit principle, will get more expensive which will lead to an even more elite public. Leerdam on the other hand stresses to see these reductions as a challenge to commit people even more to cultural organizations. The focus on public funding makes them ignore their audience. Leerdam in this context speaks of the lack of ownership or public involvement. This approach of argumentation and legitimation of public funding exists already since the beginning of the 1980-ies where audiences are seen as a provider of identity rather than as a source of income (van Puffelen, 2000;83). Reproaches as to each others arguments are thrown over the table, such as that Leerdam imputes that cultural organizations have sat on their easy chairs all the time and only start lobbying when public funding is threatened with reductions. With the upcoming risk of declining budgets in public funding and other sources of income performing art organizations should better start lessening expenditures, Leerdam proposes. Van Hove on the other hand claims that it cannot be said that cultural organizations have not done anything, at the end, cultural entrepreneurship is more than just attracting sponsors. His more defending argumentation is more value- directed and focused on the preservation of artistic quality as he says; we are making art, not performances to enhance social welfare. Van Hove generally agrees with the strategy of reducing budgets in order to challenge and encourage performing art organizations to get closer with their audiences, to build up an ownership relationship, but doubts its success in the current economic situation. – van Hove: the marketing is focused on ‘ordinary people already, the question is what do you want to achieve by this reduction at this moment, why is this a good instrument?  - Leerdam: to challenge and encourage all cultural organizations – van Hove: so you are suggesting that cultural organizations cannot do this without this reduction. We are facing a new reality with this financial crisis and your message is: find out for yourself, it is a challenge. For all that, Leerdam is weakening his attack by ensuring that Minister Plasterk is mapping out the consequences of the financial crisis in order to prevent drastic breakdowns. Even though Minister Plasterk is aware of the vulnerable position of performing art organizations, to what extent can the government be assumed to be a threat?

2.2.4 The government as a threat?


The government is the biggest patron of the performing arts when it comes to the fostering of its values and financial support belonging to it. Hence the dependency on public funding to such a large amount makes performing art organizations vulnerable in another context as well. On every occasion they have to prove their artistic production to meet slightly changing social and instrumental objectives the government pursues. As society, preferences and trends are changing, the government translates these into policy objectives performing art organizations have to adapt to. So, for how long can this system of funding in the Netherlands hold? Will the dominance of the government be of all times? Several indications tell another story. Current policy implementation already leads to a disposal of public funding of the arts, which put the performing arts in a vulnerable position. The government also is not an inexhaustible source out of which money flings away. A growing deficit of governmental means increases the pressure on making choices in dividing these funds efficiently. The government will be cornered in its decision making process, to be carried out in a short period of time. This could result in critical decisions appertained to the crisis.   

Furthermore, the government is composed of the voice of the society. Certainly some political parties are in favour of the preservation and dispersion of a high degree of artistic variety. Others on the other hand do not care about art and culture. At the moment, as the latest election on June 4th 2009 for the European parliament has shown, the right wing orientated party for freedom (Partij voor de Vrijheid) has achieved an overwhelming majority in the Netherlands. The party for freedom is known to have a low valuation towards the arts and culture. A link can be established between public preferences and governmental cultural policy. Earlier I touched on the question whether we can speak of a lack of interest rather than of a lack of information regarding the performing arts, what might cause a decline in audience’s rate. So, does the crisis go deeper? Are people not attracted to art and culture; do they develop a cultural blindness? In this context, 31 percent of the Dutch population as a matter of fact, would agree with cutbacks in public funding  of the cultural sector. (21minuten.nl) Threats towards a stable continuation of artistic variety in the future can be translated from public preferences to an eventual governmental cultural policy. To bring funding into a next dimension, in the next sub-chapter, I will discuss the role of the market and more deeply go into the valuation and the rhetoric commercial companies adhere to their sponsorship relationship with performing art organizations.  
2.3 The market – Sponsors and the Public 


In the market sphere, the most important sources of income for performing art organizations are the box office revenues and sponsorship. In order to define sponsorship I will use the definition as used by the Code Cultuursponsoring (Code cultural sponsoring) initiated by the Ministry of Education, Culture and Science.


The agreement drawn up in connection with cultural activities to be undertaken by a cultural institution or organizer of a cultural event (the recipient) under the terms of which a company (the sponsor) provides money or a contribution in kind, return for the provision, on the part of the recipient, of opportunities to communicate, tickets and/or other facilities (…).

(Code Cultuursponsoring, 1999)

Sponsorship is a relatively young phenomenon in the history of funding. When the government started to conduct a stricter cultural policy around the 1980-ies, they simultaneously encouraged cultural organizations to generate additional income by means of sponsoring. Nevertheless, Bevers (1993) claims that the focus on the market became part of cultural policy. From the fifties onwards the government took over the role as protectionist of art and culture where the market completely withdrew and the attention of cultural organizations was exclusively focused on public funding. The change of reasoning started in the 1980-ies and since then including the market in funding became part of cultural policy. 'Taking care of the arts belongs to the domain of the welfare-state which will barely concede ground, even in times of economic crisis and recession.' (Bevers, 1993; 107). That could be a reason that creating a balanced relationship in funding between the government and the market is subject to ongoing discussions and problems in funding since the eighties. The government created a sphere of complete exclusion and dependency that held for thirty years and suddenly it expected the market to fill in the gap that was created. The market, for a major part, showed little willingness to step in by itself to interfere in funding. The Dutch mentality in funding has not developed as such. 

Moreover, Klamer and Leenaers concluded from research, that commercial companies and artists are poles apart from each other (Nuchelmans, 2008). Often the link between the cultural organization and the potential sponsor is missing, as cultural organizations randomly approach different commercial companies for financial contributions. The way cultural organizations approach commercial companies is criticised for their deficiency of a creative request and suitable favours in return. (Nuchelmans, 2008; 22) Performing art organizations and especially theatre accommodations mostly approach sponsors in order to improve the quality of the program and to decrease the dependency on public funding by the government as Kremer concluded from her research ( Kremer, 2007; 71). Orientation on public funding by performing art organizations made way for a mixture of public and private funding, sponsorship, private donations and generated revenues.

The typical Dutch sponsor belongs to the large-scale enterprises in the area of petrochemistry, wholesale and the service industry with relatively high-educated employees (Hitters, 1997;44). However, Hitters (1997) claims that the management is not aware of their young potential of cultural competence and tends to act conservatively in that they prefer to sponsor traditional art forms. Generally acknowledged artistic quality and professionalism and the reputation of the artistic performances are important criteria for sponsorship. However, Bevers (1993; 64) stresses that an increase in sponsoring in the Netherlands is partly attributed to an increase in reached audiences, which makes it interesting for sponsors to appeal to this group. In most cases, cultural organizations visualise the logo of the sponsor in all their PR material like in program books or they use banners as counter performance. Also, special treatment, performances, free tickets for guests and invitations for sponsors are often part of the deal.   On the other hand, commercial companies primarily are sponsoring construction and establishment to the performing arts solely in the form of distribution (Bevers, 1993; 65). However sponsoring also can be delivered in nature, by providing material or volunteers. Though the boundary is relatively vague, in general sponsorship is not considered to be gestures of charity due to the specific, more economic quid pro quo and rewards (van Puffelen, 2000; 95). Hitters (1997), though, claims that reasons for sponsoring are much broader orientated than just for marketing reasons (see table 1).

	Motivation sponsoring in culture
	 Sponsoring

	
	                                      %

	Marketing/PR
	 15

	Management relations
	 20

	Local responsibility
	 15

	Responsibility towards citizens
	  9

	Personal engagement
	  8

	Brand awareness
	  8

	Discount and cultural supply for employees
	  5

	Tax benefit/ advantage
	  -


Table 1: Motivation for sponsoring in culture, Hitters (1997)

2.3.1 Intrinsic values versus institutional values 

Even though Holden in his elaboration is not focussing on commercial companies but on the friction between valuation of cultural organizations and the public, I assume that commercial companies are valuing similar aspects of a cultural organization as the public. Taking the division of values as Holden presented and the list of motivation for sponsoring by Hitters (Table 1), it can be summarized as such that sponsors are mostly interested in institutional values that a cultural organization radiates. It is for those reasons that theatre accommodations are in favour of sponsorship rather than theatre companies. Theatre accommodations are more attractive to sponsors ‘for instance because of its appealing building, its historical façade, or its characteristics appearance that is typical for the city in which the theatre is located.’ (Kremer, 2007; 16). So, institutional characteristics. Besides, the way performing art organizations apply certain techniques and processes, working practices and attitudes in order to communicate with the public are important requirements for sponsors to enter into a relationship. Development of identity due to marketing and PR are primary reasons for sponsoring as Table 1 shows. ‘The reasoning is that to nurture their image, corporations want to maximize their exposure by only supporting conventional or commercial works that attract large audiences.’ (Castaner & Campos, 2002; 39). 

Van de Water (2007) also concluded in his research that the main reasons for commercial companies to engage in sponsorship are the recognition of the name of the company next to relation management or hospitality management. They also do it out of their altruistic motivation, as they think this to be their duty, he concludes. (van de Water, 2007; 65/66). When operating in a market it needs a different rhetoric than when approaching civil servants for public funding. ‘In markets they need to know their asking price, they will talk with intermediaries (…) and have to consider marketing an pr techniques. They may even talk about their work as “products”, and about potential buyers as “consumers” ‘ (Klamer, 1998). Nowadays the rhetoric of the market is characterised by speaking of art as a product, a visitor is a consumer, a bookkeeper is a manager of finance and the educational division is turned into the marketing department (Hitters, 1997; 44). Values he describes in the market sphere are price, efficiency and the freedom of choice, thus a neoclassical economic approach to the arts. Barter in the market sphere is based on quid pro quo, which means that there is a direct equivalent to the money donated or paid (Klamer, 2006). 

The latest developments show, as already presented, that the national government is pursuing an even more market orientated approach and attitude by the performing arts. But commercial companies, as sponsors, are withdrawing from the cultural sponsor market so media reports reveal. Another threat in relation to the implementation of the new policy direction of the national government can be seen in the United States. As mentioned before in the United States cultural organizations suffer an enormous loss in income from sponsors and ticket revenues. So, when pushing performing art organizations to generate more income in the unpredictable market by finding sponsors, this makes them extremely vulnerable in economically more difficult times. Whereas in the cultural sector notably festivals already are facing the withdrawal of sponsors, in sports, another branch that is extensively dependent on sponsorship much more organizations became a victim of withdrawing sponsorship. The Belgium newspaper De Morgen (februari 16th 2009) reports that the ING bank is going to stop sponsoring the Formula 1 and that the International Olympic Comite (IOC) has lost 34 million of dollars in income from sponsoring due to the current financial crisis. Even though in sport sponsoring much more money is circulating than in cultural sponsoring, the prospect does not look very bright for sponsoring in the performing art sector. After all, why should commercial companies withdraw from sponsorship in sports but continue sponsorship in the performing arts? 

The main question however is to what extent sponsors react in their funding strategy on the sponsoring of performing art organizations and whether this can be considered to be a real threat. In continuation, to what extent will the willingness to support possibly change in even more difficult economic times? A new awareness and possibly a new approach, based on responsibility in terms of altruism might turn out to be an opportunity for the performing arts. 

2.3.2 The public

An even more important source of income in the market sphere is the public, the audiences of performing art organizations since this relationship underlies the demand and supply and the prices that are set and paid for. Next to the government, the public provides the biggest share of income for theatre accommodations. As elaborated on before, audience rates have declined, a process that started in the 1950-ies and led to an elite formation of audiences. Research from TNS NIPO showed that in 2006, 62 percent of the Dutch of 12 years and older has visited the performing arts that year with an average frequency of 3,6 visitations (Kramer/ TNS NIPO, 2007). The same research sketched a profile of the average visitor of the performing arts. These findings correspond with similar and earlier conducted researches. (TNS NIPO, 2002 and 2004). To shortly summarize: the higher educated a person is the more likely he or she is to attend the performing arts. Income and social class are less decisive aspects, though differences are leading to the same direction of the higher, the more (Kramer/TNS NIPO, 2007). In general, women more frequently attend the performing art. Age groups that attend theatre performances are relatively steady spread over 20 to 65 years (Van den Broek, Huysmans & Den Haan (2005) in Langeveld, 2009). Audience groups are more consistent in the bigger Dutch cities. Furthermore in bigger cities often Universities are established where many young students and older, higher educated inhabitants fall within the target groups of attendances (Langeveld, 2009). 

On the other hand, cities such as Rotterdam know a decline of the autochthonous population and a rapid growth of lower educated allochthonous inhabitants. As a consequence, participation in the performing arts in Rotterdam has declined.  In general, research has shown that inhabitants with a non-Dutch origin less frequently participate in the performing arts than autochthonous inhabitants (Langeveld, 2009). Prognosis predict that the total amount of the population with a non-Dutch origin will grow from 10 percent in 2005 to 13 percent in 2025 (Ruimtemonitor, 2006). On the other hand, the autochthonous population will decline from 13,2 million inhabitants in 2003 to 11,9 million inhabitants in 2050 (CBS, 2004). So, the potential target group of the traditional and highbrow performing arts is declining over the next decades. On the contrary, Langeveld (2009; 79) presumes that the level of education due to the growing welfare is increasing next to the fact that people are getting older. The higher level of education and the higher life expectancy statistically lead to a higher level on attendance in the performing arts. 

John Holden (2006) claims that everyone nowadays is in a minority group and has multiple identities and voices. ‘They are increasingly looking for “perfect moments” – low risk but high quality and exciting experiences.’ (Holden, 2006; 21). The public needs culture to make sense of their life and to construct individual and collective identities as Holden states (Holden, 2006; 22). Audiences therefore are concerned with intrinsic value (individual identity) and institutional values (collective identity). Furthermore in demanding and experiencing culture, the concept of the cultural omnivore made its entrance ‘as an evidence of altered hierarchies in cultural participation and as indicative of broader socio-cultural changes. The ‘omnivore thesis’ contends that there is a sector of the population of western countries who do and like a greater variety of forms of culture than previously, and that this broad engagement reflects emerging values of tolerance and undermines snobbery.’ (Warde & Wright, 2007). 

However, over the last decade, performing art institutions have primarily focussed on their funders, by competing for limited resources and convincing numbers in view of next year’s grant, instead of building a broad basis of public support (Holden, 2006; 39). They ‘rarely talk to the public about what they do’. (Holden, 2006; 40; 52). Leenaers (in Nuchelmans 2008 in Boekman 76;25) claims that cultural organizations see their potentially engaged audience as walking wallets. These findings also correspond with the dialogue between Ivo van Hove and John Leerdam. The latter, as being a politician reproaches van Hove with the fact that cultural organizations have lost their focus on the public. The public values culture for its wonderful, uplifting, challenging, stimulating, thought provoking, disturbing and spiritual values (Holden, 2006;22). Furthermore, they want to be treated well by the cultural organization they want to be engaged with. ‘They want information and comfortable seats, and more and more they want participation of some kind.’ (Holden, 2006; 23). The theory of the third sphere is elaborating exactly on this kind of engagement due to the values art and culture are radiating and offering. 
2.4 The third sphere



The so-called third sphere offers the third potential opportunity in financial support of performing art organizations. ‘In the third sphere people realize social values like community, a sense of identity, solidarity, neighbourhood, country, security, conviviality, friendship and so on’. (Klamer, 2006).  In terms of the third sphere, one might think of philanthropy where the gift as financial support becomes central. Philanthropy means a voluntary action for the public good (Payton, 1988). Therefore, I present the following definition of a gift in describing the third sphere.

A gift is the transfer of a good without an explicit specification of a quid pro quo, the good can be a tangible thing or money, but it can also be intangible, as in the form of time, attention, information of knowledge. (Klamer, 2003)


A gift cannot be considered an economic exchange because of its open character (Klamer, 2003). Though patronage has a slightly negative undertone since it is associated with ‘conceit, pride, meddling and doing it for self-interest.’ (van den Braber, 2008, de With & Klamer, 2008). But generating income from patronage can be considered to have special values for the cultural organization because barter is based on reciprocity, an undefined favour of return, rather then on quid pro quo deals (Klamer, 2005). With donations, patrons show their appreciation for the content and show personal commitment where they do not necessarily expect something in return. For cultural organizations, this might be the highest form of appreciation and gaining social recognition, which they might value most. It might stimulate them to make even more efforts to improve the artistic quality. Maecenatism in the Dutch performing art sector is often administered and organised in the form of different arrangements. Examples are: cultural foundations where the more anonymous donations of benefactors are administered and divided in the cultural field, or more directly, friend associations that are established by the performing art organizations themselves. Around the 1930-ies friend associations were established in order to generate private money for local theatre companies. Nowadays friend associations are installed as surviving strategies (Kremer, 2007). With the donated money by private benefactors specific projects such as renovations or extraordinary performances can be realized. (Bevers & Hitters, 1990) 

 
For the purpose of this research, I focus on the role of private foundations as actors in the third sphere. Private foundations are organizations comparable to governmental organizations when it comes to the valuation they use in their judgement, thus the focus is on instrumental values, and also on the way cultural organizations have to apply for subsidy. Nevertheless, private foundations are established from the individual intrinsic motivation of art lovers or companies, so patrons whose money, donations or inheritance are managed and awarded in the spirit of that person or party. Intrinsic valuation will therefore play an important role in the valuation process of the performing arts.


Foundations can be divided into independent and community foundations, corporate foundations and government-supported foundations. The first group of foundations is referred to as ‘grant-making or operational foundations, trusts or charities that have their own fund or regular source of income and their own board of trustees or directors’ in which they mostly contribute in the form of individual grants, project grants, donations, gifts in-kind and cash contributions (Klamer, Petrova and Mignosa, 2006; 38). Corporate foundations are established by companies and depend on their founder’s support and can be associated with sponsorship, as they tend to support large ad-hoc events mainly to nurture their image. When they enter a long-term relationship, motives are based on a more ethical valuation (Klamer, Petrova and Mignosa, 2006). Government – supported foundations receive funds from the state but also have to follow the direction as is outlined in the national cultural policy. As already mentioned the biggest independent Dutch cultural foundation, the VSB Fond has lost a big share of its capital due to the current financial crisis. Considering to this fact, funding in the third sphere also constitutes a threat for the economic well being of Dutch performing art organizations. Though this is purely an economic consequence, the policy of foundations and establishers is a commitment to performing art organizations due to intrinsic valuations these organizations radiate. Following this line, I tend to presume that appreciations and motives of funding of (performing) art organizations might change in their favour and that more money and effort maybe will make available to strengthen (financial) support. 
2.5 The three spheres and their values


The way the performing arts are financed add different values to the organization. The market is associated with the principle of equality and the measurement is set in monetary terms whereas with the government public funding is strongly based on bureaucratic and political assessment (Klamer, Petrova and Mignosa, 2006; 61). In the third sphere, it is the relationship with the cultural organization that motivates individuals and corporations to donate. As John van Leerdam stressed in the dialogue with Ivo van Hove, this relationship can be referred to as ownership, thus politics also wants to stimulate the third sphere to participate in cultural funding. These three spheres and the different values added to the characteristics also stand in strong relationship to each other and with the performing art organization. Whereas performing art organizations prefer public funding above the negative values associated with the market, such as commercialism and rationality, governmental valuation can turn to be too instrumental, using art as a means rather than for its artistic content (Klamer, Petrova and Mignosa, 2006; 61). The third sphere can be associated both with charity and nepotism. The values connected to these stakeholders thus hold advantages and disadvantages to performing art organizations. It is advisable ‘to focus on the interaction among the three spheres and find the best ways to stimulate that collaboration.’ (Klamer, Petrova and Mignosa, 2006; 62).

Habermans (in Bevers, 1993; 166) claims that the spheres in which organizations operate and their values are autonomous and not interchangeable, aesthetic, economic and political criteria for judgement, so they therefore have to be kept apart. Problems arise in denial, domination or repression of values from one to the other sphere. Acknowledgement of these different values makes corporation between the government, the market, the third sphere and the cultural sector much more easier. 
2.6  Reflection


In this chapter, I elaborated on the three stakeholders, that are involved with funding Dutch performing art organizations. These three stakeholders operate in the spheres of the government, the market and the third sphere. Most performing art organizations nowadays generate a mix of funding in all three spheres. As to funding, in the Netherlands the government is the most dominant one. Over the last decades the other two spheres were approached more and more to a greater commitment to funding since the government repeatedly came under pressure with regard to legitimate and justify public funding. However, approaching and building up a strong and lasting relationship with these spheres is still not sufficiently developed. As Holden (2006) claims, the focus on funders, especially the government, led to estrangement between the public and cultural organizations. Nevertheless, the government finds itself in a tight corner. When this financial crisis perseveres, the financial structure of funding might not be feasible anymore. Is the system, as we have known it for sixty years about to change?  

This chapter dealt with the three stakeholders involved with funding as being a threat for the economic well-being of performing art organizations as these stakeholders experience negative economic effects as well due to the current financial crisis. Their motivation and valuation towards funding the performing arts are also taken into account. However, on account of the current financial crisis I expect that stakeholders will react differently in funding performing art organizations and  will perhaps adjust their vision on valuation and motivation, depending on the range of importance they attribute to art. Based on this appreciation, the extent of adjustment of their policy to support the arts can be considered to be twofold, either positive or negative. Again, the severity of the financial crisis will influence their behaviour and reaction in funding the performing arts. 

 Nevertheless, there cannot be given any evidence yet with regard to drastic effects of the current financial crisis on the Dutch performing art sector. Therefore, I chose to elaborate on the opportunities of the financial crisis on the Dutch performing art sector as well. The next chapter is put in the light of possible opportunities. The performing arts bear some unique economic, social and cultural values that might be fostered even more in times of economic downfall. The presentation of the value of culture therefore introduces the last chapter of the theoretical part. 

Chapter Three: The Fortitude of the Performing Arts - The value of culture and Cultural Entrepreneurship

The Chinese character of crisis consists of two combined characters, that of danger and of opportunity. The performing arts are facing threats regarding their guaranteed existence to some extent when taking into account their dependency on external financial support by stakeholders which may set other priorities than continuing to support the performing arts. The presented stakeholders who are financially involved with funding in the Dutch performing art sector link different reasons and values to their motives to support the performing arts. Intrinsic, instrumental and institutional values provide a categorized set of values that performing art organizations radiate and are considered to be the reasons for their stakeholders’ commitment. However, the discussion does not stop there. When leaving decisive environmental factors aside, the performing arts bear an inner power and values to the society that justify their existence and therefore might find greater support. I already gave reasons why the three stakeholders are financially supporting the performing arts, but there is more about the arts and its values to be put into the limelight.

Though cultural values are universal and stable, the scope of valuation and the way performing art organizations were and are financed are subject to dynamic changes due to economic, social and cultural processes and development. That cultural policy and the role and the influence of the market and the third sphere are subject to structural alteration, is demonstrated in a historical overview to ground a hunch that a new, more dominant patron will arise to foster cultural value and to support the performing arts on a more regular basis. The third sphere, consisting of many more than private foundations, does not get much attention in the Netherlands yet. Might threats lead to the discovery of the third sphere as an opportunity to survive the current financial crisis? Another decisive inner factor, next to the value of culture that might strengthen the cultural organizations’ position is that of cultural entrepreneurship. However, the intrinsic value of culture is its strength and can play an important role in times of a financial crisis. 
3.1  The value of culture – For the love of art


It can be argued that especially in times of a crisis people need distraction and reflection. When fundamental basic structures are affected, more than ever people might need culture to make sense of their life and to construct individual and collective identities, as Holden (2006; 39) claims. Art and culture hold these values that can enrich the quality of life. As a matter of fact, values are qualities. ‘Appreciated for constituting what is good, right, beautiful, or worthy of praise and admiration. (…) But in origin value had above all an economic meaning and meant nothing more and nothing less than the worth of a thing.’ (Klamer, 2003; 5). However, the relationship between economy, the market and art and culture is a tense one. Cultural economics, in brief, defines and studies the tension between cultural goods and its values such as economic and transactions values. B.H. Smith in this context speaks about the discourse of aesthetics, creation and appreciation against money, commerce and technology (in Birds, 2007). This random grab in the box of artistic and economic values reveals a first glimpse of its contradiction. Many cultural economists have dealt with the concept of value for years without giving a clear answer. In order to describe the value of culture, apart from the price of a commodity, cultural economists speak of the so called non-use, or social value. This is a more humanist view of cultural value where they also look at the intrinsic, aestethic and artistic aspects af a good. 

‘A cynic is a man who knows the price of everything and the value of nothing ‘(Oscar Wilde) – an old joke linked this characterization to economists and entered the colloquial speech once and still is used nowadays. In the artistic world, on the other hand the topic price is rather avoided. What counts are the intrinsic values of making art and the pleasure and inspiration of its experience. Price, at the utmost, is translated to the level of appreciation, which is extremely personal. Some cultural economists therefore refuse to accept that measurement in monetary terms is able to capture the whole value of a cultural product (Throsby (2001). ‘Prices do not reflect the consumers’ surplus enjoyed by purchasers of a commodity. Thus it can be suggested that at best prices are an indicator of value but not necessarily a direct measure of value, and that price theory elaborates on, but is not a replacement for, a theory of value in economics.’ (Throsby, 2001; 23). 

Art and culture convey certain values to the benefit of the whole society. They have positive externalities. Art is stirring, it ennobles people, it broadens someone’s horizon and similar arguments are often heard arguments in favour of the arts. In order to specify these values cultural economists came up with several values art and culture convey. Throsby (2001) and Frey (2002) presented a list of values. Notwithstanding, that the following list of values provides manageable terms of an everyday language expressing intrinsic valuation, as John Holden (2006; 15) claims. The first non-use value consists the option value. This means that a person values a cultural good for possible future participation but never made use of it before. In the same context people may even value its existence and derive individual benefit from knowing that, even though the person never made active use of the cultural good. When people care for and feel responsible for the preservation of a cultural good in favour of future generations we speak of bequest value. In the case of (inter) nationally known cultural assets that ‘preserve and promote the feeling of regional and national identity’ in its defence of support, we speak of prestige value. Frey also introduces the concept of the innovative value, which means that creative and innovative artists also contribute to a creative thinking’ of the whole society (Frey, 2000, Throsby, 2001). Throsby (2001;29) goes deeper and connects cultural goods to having aesthetic, spiritual, social, symbolic and historical value. Maybe it is the love for the arts that drive cultural economists to take care for its future existence by linking arts to economic measurements. From the economic need to measure the value of everything, these values entered the discourse of cultural economy and by that they became supporting arguments to legitimate public funding for the arts. Furthermore they convey argumentation to foster the performing arts and show willingness to preserve them and more support them in the light of the current financial crisis. Will we let happen that artistically important performing art organizations might perish? Do not people cherish their existence and bequest values for future generations? These questions certainly have to be taken into account by stakeholders when taking a decision regarding financial support and by performing art organizations when defending their existence. 

The UNESCO (2005) explicitly underline that ‘cultural activities, goods and services both have economic and cultural value, because they convey identities, values and meanings, and must therefore be treated as solely having commercial value.’  This approach allows stakeholder such as the government to underline the, somewhat hidden, economic values of arts and culture as it creates employment. Furthermore a vital cultural infrastructure boosts establishment of commercial companies that consequently brings along a certain public that is in favour of art and culture the creative class, a term introduced by Richard Florida (2002) and with it an economic approach to culture.

3.2 History of funding in the Netherlands

The elaboration on the history of funding reveals to what extent social, economic and cultural changes, developments and processes led to a change of dominant funding arrangements of the different stakeholders. 

3.2.1  The 19th and beginning of the 20th century


Travelling back in time two centuries in the Netherlands, it is conspicuous, that the dominant structure of funding was a concern of rich patrons and benefactors from the urban elite. Personal preferences, status- consciousness and flaunting with good taste were the reasons that art was subject to a strong mechanism of supply and demand (Hitters, 1997, in Wagner & Zimmer, 1997). The third sphere was the dominant funding arrangement at that time, even though it is questionable whether benefactors did support cultural organization for reasons of solidarity and charity, rather than to nurture their own image and status. Ownership in this context can be taken literally because these patrons often constituted cultural organizations themselves. These arrangements were foremost applied to orchestras. Theatre on the other hand was something ordinary people went to, and therefore running a theatre accommodation was a lucrative business in that time. Due to the progress of industrialisation and the resulting upcoming modern capitalism at the end of the nineteenth century, society and with it the reasoning for patronage changed. The rise of the nouveau riche, who were also actively involved in cultural patronage led to the notion of the cultivation of the urban mass. Patronage was no longer subject to distinction and own interest as an increasing concern of charity objectives arose. The beauty and cultivation of art became the common legitimatisation of funding. (Hitters, 1997, in Wagner & Zimmer, 1997). Simultaneously this new understanding was the beginning of the end of patronage in the Netherlands. The aspiration of the benefactors was to persuade the government and municipalities to shoulder the responsibility the benefactors once fathered. Once the acquisition towards structural government subsidy succeeded, the private maecanas withdraw from funding. The Great Depression in the 1930-ies and the World War II changed the situation completely.
3.2.2  The welfare-state  - the glorious days of the manageable society (van Dulken,2002; 24)


From 1950 on, the concept of the welfare-state made its entrance in the implementation of the Dutch cultural policy. The developed idea of cultivation turned into a mentality of equality, social well being and participation. Art and culture became an important pillar of legitimation of and a means to achieve these objectives. The government started to boost public funding mainly by enlarging grant aid (Hitters, 1996: 11), which could be enabled through economic prosperity, but it also meant organizational intervention. Performing art organizations got more bureaucratic and dependent on implicit public funding. This ideology valued art as a means to achieve goals like individual well-being and it became an instrument for social and moral consciousness (Hitters, 1997;42). 

Due to the dominant funding arrangement by the government, other sources of income were crowded out in a large part. The crowding theory was introduced by Bruno Frey in 1997 and generally consists of the idea that ‘monetary (extrinsic) incentives (are) crowding out the (intrinsic) motivation to undertake an artistic activity.’ (Frey & Jegen, 1999; 590). This crowding theory can also be translated to funding arrangements of different stakeholders. In addition, private donators were not stimulated to spend money on artistic organizations and products, as they did not see the fundamental aspect of the survival of the performing art organizations in their willingness to donate. The key argument for subsidy in the fifties and 1960-ies was based on social dispersion of cultural goods. With the amplification of the welfare-state in the sixties, public funding of art and culture definitely was anchored in welfare policy. Though already in the sixties and especially in the second half of the seventies public funding of the arts, among others, started to be criticised for irresponsible expansion of the subsidy instrument (van Dulken, 2002; 15). The critical note that public funding is paid from common means whereas comparatively few consumers make use of cultural facilities, is a matter of discussion up to now. This aspect is known as the discussion of legitimation of public funding on the arts. The novel aspiration for cultural dispersion seemed to have failed since the youth and the lower social classes have not found their way to participate in highbrow culture. 
 
Whereas in 1970 the performing arts were visited by 1.8 million visitors, in 1974 this amount declined to less than a half million visitors. Several reasons for this development are given. At the beginning of the eighties this resulted in an over–subsidization of artistic supply. Due to the structure of subsidization, by covering shortages, in the sixties and seventies theatre companies and –accommodations were not stimulated at all to focus their marketing activities on the consumers (van Dulken, 2002; 113). With the Actie Tomaat (Action Tomato) in 1969, where ‘as part of the democracy movement, students of the Amsterdam Theatre School throw tomatoes and other food at established companies’ (van Maanen,1998; 188), the call for more experiment and innovation on the Dutch theatre stages was answered by a new direction in cultural policy. Even though this new alternative circuit attracted a new and foremost younger group of audiences, the already started decline in number of visitors even increased more rapidly. 

3.2.3 1980ies – ‘Deregulation’, ‘Privatisation’ and ‘Market mechanism’ (van Dulken, 2002;24)


When economy turned into a recession in the early eighties, the generous cultural policy came under pressure. Public funding became a problem of containment (van Dulken, 2002;24). The welfare-state became too expensive and besides participation in art and culture, especially of the lower social class, declined over time (Wagner & Zimmer, 1997). The discussion of legitimation became a public subject and the voice for effectiveness, reduction of subsidy and a more market-orientated approach arose (van Puffelen, 2000; 40). Goudriaan & de Kam (1983, in van Puffelen, 2000) claimed that cultural organizations should increase their own contributed income on the one hand and advocated a decrease in subsidy on the other, by ratio of the decreased demand. Simultaneously the merit good argument got under high pressure. Due to decreasing interest and participation, measures as lowering entry prices and cultural education apparently were not successful. Being an experience good, consumers of performing arts have to develop a certain preference and taste towards theatre performances. The more their taste is developed, the less sensitive the consumer is with regard to the price (Throsby in Langeveld, 2006; 258). The performing arts are therefore considered to be an inelastic good. The new focus in cultural policy lay on the direct profit principle (profijtbeginsel). A compelled increase in ticket prices should lead to an increase in own contributed income.    

What draws attention in this context is the fact that, whenever a country faces economic downfall, critique and complaints about legitimation of public funding on the arts turned into real actions, and, though somewhat delayed, in cultural policy. In 1992 the state secretary of Well-being, Healthcare and Culture (now Ministry of Education, Culture and Science) Hedy d’Ancona introduced a new direction in cultural policy by cutting back 5 % of the total budget for the arts and by introducing the subsidy condition that 15% of the total income of performing art organizations has to be generated in the market sphere and the third sphere by ticket box revenues, sponsors and donations. Despite great commotion on the part of the performing arts sector, research by Bureau Berenschot in 1995 revealed that the 15% income condition did not result in drastic changes (Kremer, 2007). 

3.2.4 Modern cultural policy


We are living in a dynamic cultural and economic world. Events, meanings and values show a pattern of fluency and fluctuation. As history reveals, interfering events and changes in the system lead to a change in social, cultural and economic interpretations, valuation and actions. In continuation, growing interest by one party apparently leads to a declining interest by the other. In this context, Hitters (1996, 32) speaks of a pendulum in the interest in funding between the government and private parties. It is striking that, since this radical change of reasoning about cultural policy (van Puffelen, 2000; 40) has started in the eighties, the art sector is still subject to the same discussions and considerations. Cultural policy since then is more or less subject to the legitimation of public funding due to its soft argumentation. To justify public funding, measures were taken to stimulate a broader participation and cultural organizations were guided towards a more market orientated approach. As a matter of fact, privately contributed income has in average increased in comparison to the eighties. In 1980 theatre companies where able to generate 19% of their own income (van Puffelen, 2000; 40), nowadays approximately 25% of the income is generated privately. Whereas Rick van der Ploeg, state secretary of education, culture and science 1999-2002, advocated an increase in cultural entrepreneurial attitude towards the market, Ronald Plasterk, the current minister of education, culture and science, chose a more rigorous approach as described in chapter three.

The historical discourse showed that trends repeat themselves and follow fluctuations. It also reveals to what extent, due to social and economic changes, predominant funding arrangements structurally changed within the three spheres. Changes and development such as the introduction of new media led to a decline in public interest in the performing arts. Will the current financial crisis lead to a reattained fascination and interest in the classical form of performing arts such as classical music, theatre or dance? Or will changes in social structures, preferences and taste lead to a process of creative destruction
 and has the time come to say goodbye to classical artistic expressions? Even though I do outline two extreme possibilities, the developmental stage of the current financial crisis just allows assumptions. To draw a more possible scenario: one saw a development from maecenatism to the dominance of the government, thereupon to a more mixed division in funding including the market and maybe in the future the focus will be on maecenatism again? 

3.3 The opportunities of the third sphere

The third sphere consists of more parties than just foundations that financially support the performing arts. The gift as form of material and immaterial appreciation becomes a central issue. Though, to leave the idea the presented stakeholders mainly can be seen as a threat to the guaranteed existence of performing art organizations as they are withdrawing funds, the third sphere might turn out to be an opportunity as well, for instance due to the fact that purchasing power for 2009 keeps stable up till now.         

The third sphere is particularly based on commitment, on appreciation as a result of own intrinsic values and on the intrinsic values a performing art organization radiates. Individual patrons or maecenatism is also expanding in the Netherlands as Thomas Harris claims, due to a governmental attempt at a more market orientated approach (in Kremer, 2007). John Leerdam approached the development of the third sphere as the installation of an ownership relationship. A gift, by individual art patrons has an open character and ‘the reciprocity implies that the what, how and when (…) of the return is undetermined at the moment of the gift (Klamer, 2003; 246). It also may be the case that the patron with the gift shows his or her appreciation of the arts in general and not just support a specific beneficiary (Klamer, 2003). Theo Schuyt, (in Start, 2008; 77) who studies philanthropy in the Netherlands for several years, observes a rising tendency in donating. Dutch people like to give, preferably when they are still alive. On the other hand, Leenaers (in Nuchelmans 2008) claims that cultural organizations do not approach Maecenases appropriately, they see them as a ‘walking wallet’ whereas the individual patron wants to be addressed for the passion he or she shares with the specific art discipline. Also, Start (in Boekman 76, 2008; 76) states that cultural organizations reject the Maecenases rather than enthusiastically open their doors for them. They might interfere with the artistic content (Start, 2008). Opening up to and recognising the opportunities of maecenatism goes with a change in mentality and organizational structures by approaching fundraisers that are capable of realizing professional campaigns. (Start, 2008; 80). Firstly, however, it is necessary to raise enthusiasm for a product before asking people to financially contribute (Start, 2008; 79).

 In general ‘the existence of maecenatism is not visible to many people, because current maecenases are mostly anonymous and very modest.’ (Kremer, 2007). They are organised in different ways such as private contributions in name plates, giving through lotteries, in friend organizations of Culture Fund by name, offered by the government-supported foundation, the Prins Bernhard Cultuurfonds. Wolfs (VrijNederland, 2009) claims that the almost ninehundredthousand buyers of a lottery ticket could be the most solid patron of the arts and culture. The BankGiro Lottery saw its profit grow with 5 million in 2009. As we have seen before the purchasing power keeps stable, the consumer thus still has money to spend. When the two other stakeholders are withdrawing, there might be the chance in approaching, or crowding in, the third sphere. Nevertheless, the performing arts sector does not stand still. The notion of cultural entrepreneurship will be discussed in this context.

3.4 Cultural entrepreneurship


Entrepreneurship is about turning what excites you in life into capital, so that you can do more of it and move forward with it.

Branson (2008)

Indissolubly connected with the changes in cultural policy and funding is the notion of cultural entrepreneurship. Cultural entrepreneurship definitely is a concept that now, as never before, comes in the centre of interest when entering the boxing ring of generating additional private income. The term cultural entrepreneurship was firstly introduced in Dutch cultural policy in 1999 under the supervision of Rick van der Ploeg, state secretary of Education, Culture and Science  at that time. In fact, without mentioning it explicitly, the stimulation of cultural entrepreneurship was already discussed in the eighties and implemented in different gradation in cultural policy since then. In the Dutch cultural economics literature, several authors took position concerning cultural entrepreneurship, its definition and approach to policy objectives.

Nevertheless, the concept of cultural entrepreneurship remains somewhat vague, focussing on several descriptions of one person’s characteristics that distinguish him/herself from others. Why are some entrepreneurs successful and others not? Cultural entrepreneurship is a means to accomplish one objective – to survive and to have a competitive advantage towards other suppliers in the same industry. Rick van der Ploeg defines the cultural entrepreneur as follows:

1. An attitude focused on making artistic, cultural, businesslike and social benefit of the cultural good supplied.

2. Courage; an open attitude and focused on the external world, being alert in discovering  opportunities; using instruments and techniques from the commercial sector. 

3. Discovering new and unconventional approaches without hesitation.

4. Disclosure of cultural treasures for new groups of attendances. 

Source: Rienstra, R. (2004) Cultureel ondernemerschap is een kunst. Vierde Carel Birnie-Lezing Erasmus Universiteit

Critique arose when cultural organizations addressed that van der Ploeg is pushing them into commercialisation while ignoring the aspect of autonomous artistic quality. But there are more academics taking position. The most important Dutch names to mention in this context are Giep Hagoort, Dirk Noordman and Arjo Klamer. In the art and culture sector cultural entrepreneurship is characterised by innovation, personal drive, system supervision and survival, Hagoort (2007) states. Whereas Hagoort and Noordman underline the importance of management and communication skills when acting entrepreneurially, Klamer focuses more on personal characteristics (Beem, 2004). According to Klamer and Velthuis (2000) cultural entrepreneurship is more than just showing a commercial and flexible attitude. A successful entrepreneur in his opinion is someone who is courageous, creative, alert and most importantly, someone who is persuasive. An entrepreneur should persuade, almost seduce, a new public of the beauty of art and culture and to participate in it, as well as persuading potential financiers. I mostly agree with the definition Klamer and van der Ploeg are presenting and therefore see cultural entrepreneurship as a combination of these two definitions. The personal characteristics Klamer delineates can be seen as a basic condition to achieve van der Ploegs’ more commercial orientated attitude. 

Given the commotion and interest about the importance of this subject it can be assumed that there cultural entrepreneurship in the Dutch cultural sector could be developed even more. Summarizing from the definitions given, cultural entrepreneurship is a balancing act between producing high artistic quality and economic thinking , as well as selling this product to the right persons. In this context an interesting contradiction can be observed. On the one hand artists produce experimental and innovative artistic goods, on the other hand they seem to be scared of change of a radical rethink of the system, considering the amount of critique van der Ploegs’ direction in cultural policy aroused (Beem, 2004). The proposal of the matching fund agreement by R. Plasterk, Minister of Education, Science and Culture, led to similar reactions. However, cultural entrepreneurship especially has to be seen as a mentality to take risks and to use opportunities whilst being loyal to the artistic product (Hogervorst, 2003). The earlier discussed matter of cultural and economic values plays an important role in this context. Successful cultural entrepreneurship should overcome this clash of the values. 

3.4.1  Cultural entrepreneurship in the context of the financial crisis


Thurik (2009) claims that the economic value dwindles away when recessions mingle with a higher level of unemployment. ‘the question is, whether this omnipresent – but somewhat vague power of entrepreneurship – can help with the challenge the economic recession bears. (…)  Research shows that the duration of recessions is effected by the amount of entrepreneurial energy an economy has to offer.’ (Koellinger & Thurik ,2009 in Thurik, 2009). The recession incites entrepreneurs to leave beaten tracks and procedures. Actually it can be said that the lack of confidence, which concerning to experts is the heart of the current financial crisis, can be a trigger for innovation and taking opportunities (Phlippen, 2009). But which role will cultural entrepreneurship play in times of a economic recession that consequently will heat up the battle for generating additional private income? A very important one I suppose. The gradation of cultural entrepreneurship will show how actively the performing arts react on the financial crisis. 

In order to categorize this gradation of the entrepreneurial attitude of the theatre accommodations the three categories the Helicon Collaborative research has identified are used. Cultural organizations that are more aggressively dealing with the recession in the short and long term, are defined as proactive. Budget and program strategies are designed for multiple years and keep informing their staff about the challenges and choices they are making. Directors of such cultural organizations can best be described as being creative and energetic (Helicon Collaborative, 2009; 3). The second category are those informed organizations that are actively addressing near-term challenges. Current year budgets have been reviewed and adjusted and expenses and income are tracked more closely. Long-term impacts are not yet taken into account in strategy planning (Helicon Collaborative, 2009; 3). Some cultural organizations can be categorized as staying in denial; in this research some fifteen percent of the research sample reacted this way. When the research was conducted in January 2009,  those organizations still were living in the present and were operating ‘business as usual’. ‘Some appear so distracted by day-to-day pressures that they have not considered the larger environment and longer-term view’. (Helicon Collaborative, 2009; 3). 

3.5 Summary 


The Dutch performing art sector heavily depends on external financial support. The current financial crisis puts these cultural organizations in a more vulnerable position as sponsors are withdrawing and less money in the third sphere becomes available. An extra impediment to generate additional income is formed by current cultural policy objectives, to act more market orientated as introduced by Ronald Plasterk, Minister of Education, Culture and Science. The cultural public funding budget is cut by ten million Euros in order to match a similar amount of additional contributed income in the market or the third sphere. Yet generating private income over the last years already start growing. Due to the outstanding values the performing arts are radiating several stakeholders, such as the government, groups of audiences, sponsors and foundations adjudge and value the performing arts to such extent that they participate and financially support performing art organizations. 

This description configures the research context with the proposition that the performing arts are facing more difficult economic times due to the current financial crisis. This hypothesis is supported by several media observations. The fact is that sponsors react dynamically to economic fluctuations and as they make less profit, they are being considered to withdraw funding on corporate social responsibility immediately or to adjust sponsor policies. Players in the performing art sector are worried about the future as the debate from Kunsten92 has made clear. Due to the history of funding a mentality focused on public funding arose that crowds out the willingness or the necessity of other stakeholders to increasingly commit. Also cultural organizations themselves show some reserve to approach the market and the third sphere on a broader basis because they are concerned that these stakeholders could interfere with the artistic content.

On the other hand the financial crisis not only means a threat to the Dutch performing art sector. As history in funding and policy adjustments reveal, earlier economic recessions and crises never led to a cutting out or diminution of funding and cultural supply. As a matter of fact, the Great Depression led to a systematic change in the funding arrangement and the government became the biggest patron of the performing arts. The implementation of cultural policy led to a flourishing Dutch cultural sector. However, public funding and its legitimation several times was put under pressure when the economic situation got worse. Voices are heard that the world has not seen such a severe and interfering financial crisis since the Great Depression. All these aspects can be seen as indications that something is about to change. It might result in a complete, systematic social, cultural and economic change that brings forth a different focus on funding the performing arts and with it a different position of the performing arts in the society. 

Do we stand at the beginning or at the end of the financial crisis? No one knows and therefore a retrospective view is not possible yet. It can be presumed that performing art organizations are put into a position to act even more entrepreneurial and proactively. It does not make sense to persevere in denial and an observational position. Is John Leerdam right when he states that the financial crisis can also be seen as a challenge and the dawn of a new era of funding arrangements? 

Chapter Four :  Empirical Research of the threats and opportunities of the financial crisis of the Dutch performing art sector


The discourse to theory showed that global economy is playing a bad joke. The current financial crisis is elusive and therefore unpredictable. What is in store for the Dutch performing art sector? I am assuming that the performing art sector is put in a vulnerable economic position due to their financial dependency on several stakeholders which also have to keep their heads above the economic water. What happens when sponsors are withdrawing from funding, private foundations have less to spend and eventually the audience rate will decrease as the purchasing power declines? For all that, the performing arts have positive externalities to society and bear exceptional values. Will these values play a more important role in times of a financial crisis and will valuation and motives towards funding change and increase the will to put an extra effort and money into supporting the performing arts? In order to get answers on these question a qualitative research is conducted. In this chapter I will present the methodology of the empirical study. Furthermore the research population is introduced. 

4.1 Methodology

In order to gather information about the first effects of the financial crisis on performing art organizations I chose to have qualitative interviews. Although the interactive nature of interviewing is a flexible, though somewhat unpredictable, form of social research, it is a tool to access individual attitudes and values (Seale, 2004). The choice to have qualitative interviews rather than a quantitative research approach arose from the assumption that estimated threats and opportunities of the financial crisis are difficult to measure yet. The questionnaires are therefore designed in a way that they are open-ended and flexible in order to provide room for own ‘views, interpretations of events, understandings, experiences and opinions.’ (Seale, 2004; 182). The qualitative interviews have taken place in a personal setting, face-to-face and lasted for one hour on an average within a period of estimate five weeks. In a personal interview much more experiences and empirical values can be investigated. I am interested as to what extent theatre accommodations are planning to react and to deal with possible consequences of the financial crisis. Furthermore their relationship to and their valuation of the stakeholders who are financially involved with funding is subject of research. On the other hand, how do the three stakeholders react to the financial crisis in their funding pattern? Does appreciation towards the performing arts change and with it the motives for funding? The final question to all respondents consisted of a sketch of their own vision or scenario as to which role the performing arts should play in the Dutch society. Linked to this personal dream is so to say the related question as to what kind of opportunities the financial crisis can lead and which role the respondents think the sphere they are involved with should play. The questionnaires are attached to attachment ?. 

4.2 The research population


In order to do research regarding the effects, but also threats and opportunities, of the current financial crisis I chose to categorize the population. I want to gain insight into the reactions but also personal views on threats and opportunities that the current financial crisis might bring along of four different groups. These groups consist of four comparable performing art organizations, in this case theatre accommodations. Secondly two respondents of Dutch city governments have been chosen. In the sphere of the market two big sponsors have been chosen to do an interview with and in the third sphere I approached two big foundations who fund performing art organizations on a regular base. But why theatre accommodations? Theatre accommodations are platforms or stages that present a diverse cultural supply of the Dutch but also international performing arts. They can be considered a thermometer, they also hear voices from the whole performing arts field and have a somewhat overall picture of the first effects of the financial crisis apart from their own situation. Whereas in the biggest cities such as Rotterdam and Amsterdam the local theatre accommodations foremost present higher artistic performing art companies, in other cities the program is much more broad and diverse. In the bigger cities there are several accommodations which are specialised in different performing art disciplines. Medium sized local theatre accommodations present a much broader spectrum of the performing arts and are therefore chosen for this research. 

 
Furthermore I chose to do interviews with theatre accommodations because they usually generate income in all the three spheres; they are financed by the city government, they generate income from the market such as sponsoring and ticket box revenues and they partly generate income from private foundations and from individual donators. This information I gathered through an extensive search on the internet in order to compare with the mixed source of income, especially from sponsoring and private foundations. The four theatre accommodations I approached for an interview all are located in a medium sized city near or around the Randstad ranging from 116.936 inhabitants in Leiden as the smallest city of these four and Tilburg with 203.482 inhabitants. Three of the four theatre accommodations are situated in different counties. Beneath all four theatre accommodations are presented. 
4.2.1 Theatre accommodations

Theaters Tilburg, interview with Leo Pot, director

Theaters Tilburg is a complex building, consisting of a theatre, concert hall, a studio and cinema. In the theatre they can hold 864 visitors. The theatre accommodation was built in 1961 and reconstructed in 2001. Next to the broad scale of programming, from opera and classical music (in the concert hall) to theatre, dance, cabaret and musical performances, Theaters Tilburg run their own restaurant and café Lucebert. Theaters Tilbug offers room and facilities to several events of commercial companies. 

(www.theaterstilburg.nl)

Chassé Theater Breda, interview with Cees Langeveld, director

The Chassé Theater is the biggest theatre accommodation of all four, including three theatres, with a capacity of 1.430 visitors in the biggest theatre, three cinemas, seven multidisciplinary foyers and an own brassiere. The Chassé Theater opened its doors in 1995 and offers a diverse program from big Broadway performances to small and experimental theatre productions, from classical music and ballet to post-modern dance performances. The Chassé Theater is relatively big in comparison to other theatre accommodations in comparable cities but then it serves the larger region than Breda.

(www.chassé.nl)

Leidse Schouwburg, interview with Bart van Mossel, director

The Leidse Schouwburg is the oldest theatre in the Netherlands. It was built in 1705 and several times reconstructed since then. In 1997 the theatre was rebuild and returned to a 1905 ambience with red plush, a chandelier and golden ornaments. It can hold 526 visitors. ‘Every season the schouwburg offers a varied selection of performances, from comedy to drama, from music to dance;  the choices are numerous.’

(www.leidseschouwburg.nl)

Stadsschouwburg & Philharmonie Haarlem, interview with Maria Hansen, business director 

This theatre accommodation in Haarlem reopened its doors in 2008 after five years of reconstruction. The theatre has a capacity of 658 visitors. The program is as diverse as of the other presented theatre accommodations. 

(www.theater-haarlem.nl)

4.2.2 City governments

The city governments I chose to interview are also from medium-sized cities, Delft and Leeuwarden. Even though these are smaller cities, their theatre accommodations in size and programming are comparable to the chosen theatre accommodations. In both local authorities I spoke with policy advisors and accountholders of the local theatre accommodations. Both groups of respondents stand in direct contact with the theatre accommodation and act as an intermediate between the theatre accommodation and politics. They advocate for both interests. The interview in Delft was with Hans Speetjens, senior policy advisor and Wesna Snijder, policy advisor, both working as civil servants for the department Culture, Knowledge and Economy. In Leeuwarden the interview was with Dick Hollander who is holding a similar position. 

4.2.3 Sponsors

Approaching commercial companies for an interview was the most difficult one. Thanks to my supervisor Professor Klamer I got in contact with Age Fluitman of the Dutch division of Price Waterhouse Coopers. Age Fluitman, who is a former member of the board of directors, is currently holding the position of Ethics and Business Conduct Leader. Price Waterhouse Coopers, after a merger in 1995, is one of the biggest firms that provides services and facilitates in different sectors such as accountancy, taxes and financial advisory. They have a solid policy on Corporate responsibility and cultural sponsoring. In culture Price Waterhouse Coopers is primarily sponsoring the national ballet and the national concert hall.  (www.pwc.com)


The second commercial company is Robeco, an investment fund that was established in 1929 in Rotterdam. I spoke with Caspar van der Woude, marketing director of the Robeco. Robeco is sponsoring the Robeco summerconcerts of the national concert hall and the International Film Festival Rotterdam. (www.robeco.nl) Both sponsors are not directly committed to sponsoring theatre accommodations but Price Waterhouse Coopers does sponsor the Rotterdamse Schouwburg. However this is arranged on a local level and Age Fluitman did not know details about this sponsor relationship. At first I was aiming at having interviews with other commercial companies that are more directly and on a more constant base committed to sponsoring theatre accommodations, like the Rabobank, AEGON and Ernst&Young. I selected this group of sponsors in the first place because they turned up several times as sponsors on the websites of medium sized theatre accommodations. Unfortunately none of these commercial companies was willing or in a position to take an interview. Nevertheless all the interviews are related to the general position and valuation of cultural sponsoring of the performing art sector. 

4.2.4 Private Foundations


The SNS REAAL Foundations is a relatively young foundations which is established in 1998 after a merger of the SNS group (foremost banks) and the Reaal Group (foremost insurers). I spoke with the director of the SNS REAAL Foundation, Ad Brits. They receive the working budget from the Foundation administration SNS REAAL (Stichting Beheer SNS REAAL) which holds the majority of the market shares of SNS REAAL NV (Ltd.). The capital grew when SNS REAAL entered the stock market in 2006. The SNS REAAL Foundation is financially supporting projects in three branches: in art and culture, cultural education and science. In 2009 the foundation has a working budget of 18 million Euro.  (www.snsreaalfonds.nl)   


The VSB Foundation has already been mentioned a couple of times in this research as an example of a stakeholder that lost almost half of its capital due to the current financial crisis. The VSB Foundation was established in 1990, though its history goes back to 1784 when some wealthy patrons founded the Maatschappij tot Nut van ‘t Algemeen (The society for public welfare). The donation budget of € 60 million both in 2007 and in 2008 was received thanks to the high dividend of the Fortis Bank. In 2008 however the stock market collapsed and with it stocks of the Fortis Bank. Since 2009 the VSB Foundation works with a donation budget of € 26 million and it is focussing on arts and culture and on social affairs only. At the VSB Foundation I spoke with Victorine Koningsberger, project advisor in arts and culture. (www.vsbfonds.nl) 


In addition to these stakeholders I interviewed Marianne Versteegh, director of Kunsten92, a national association of interests of the Dutch art and cultural sector. They have approximately 400 members and promote the interest of different disciplines in the art and cultural sector. Furthermore I attended a debate about the arts and the credit crisis at June 2nd 2009 at De Unie in Rotterdam. This debate was initiated by Studium General of the Erasmus University. At the debate Dirk Noorman, lecturer at the Erasmus University presented the outcomes of a research about the effects of the current financial crisis on cultural organizations in Rotterdam (KC2 research, 2009).

4.3 Difficulties of the research

The results of this research are not objective and should therefore be handled with care. This research represents a broad scale of personal views, interpretations and visions. The population in advance is biased because the chosen respondents, especially the theatre accommodations, the cultural foundations and the policy advisors of the city governments are affected by anticipated effects of the financial crisis. They are in favour of a guaranteed existence and will defend the importance of a various supply of the Dutch performing art sector. An objective representation concerning the legitimation of public funding, and consequently how important art is to be considered in the broad society, therefore is hard to draw. Also measurable outcomes and description of first effects of the financial crisis on theatre accommodations are at random and do not represent the effects of the whole population. The population of the different groups of respondents is simply too small, even though the twofold results of the interviews of the three different groups of stakeholders are comparable to each other. Interview outcomes thus ‘are scrutinized for bias – for the extent to which they present a distortion of the truth.’ (Seale,2004;183). It is one possible version of the social world.  I treat the outcomes of the interviews, as Seale advices, as a resource and a topic, since these resources deal with personal views and opinions. ‘Therefore it is not possible to completely sidestep issues of “truth” and reliability.’ (Seale, 2004; 183). Another shortcoming of this research is the big maybe content. Since less effects are measurable yet and the assumption is that there something might happen in the future; the outcome is relatively hypothetical and based on premises, referring to a possible future. 

Chapter five : Current Effects of the Financial Crisis on the Dutch Performing Art Sector

 To get to know what the financial crisis means to the cultural outside world, I conducted eleven interviews with different groups. Four theatre accommodations have been chosen to have an interview with to gauge first effects . These theatre accommodations are situated in medium sized municipalities, though their size and capacity vary. The Chassé Theater in Breda for example has an enormous, overwhelming entrance hall. The relatively small theatre hall of the Leidse Schouwburg too made an impression on me with its charming and original charisma with red plushed chairs, chandeliers and golden ornaments. How severe are the effects of the economic situation on theatre accommodations? Are they already affected, or do they already feel consequences of the current financial crisis? To keep the reader in suspense no longer I present the first effects theatre accommodations and other performing art organizations notice with regard to the income of different stakeholders. It must be said that all findings are based on a snapshot of the moment, of what happened in may and June 2009 when I was interviewing the particular organizations. It is possible that the situation will have changed drastically at the end of the year 2009, that is why an advanced glimpse into the future in terms of threats and opportunities is taken into account in chapter 6 and 7. Furthermore a discourse to practical execution of the three spheres is presented in this chapter as well to compare it to the theory.  

5.1. Effects on income from ticket box revenues

The collection of empirical research shows different figures and findings with regard to the effects on income. Theatre accommodations started or were in the middle of their tickets presale for the next season when I conducted the interviews. First findings reveal that in general there is a light reduction in income from the public. The Leidse Schouwburg noticed a decline of one percent at the moment I spoke to B. van Mossel, and also the Schouwburg Haarlem saw a light decline as well. The decline in seasons tickets cannot just be described to the financial crisis. Several reasons are mentioned. 

First we thought that the decline in presale would be worrisome. Our brochure was released in a period of a long vacation and beautiful weather, but now we are making up arrears. Though I think the presale will run behind in comparison to last year. (Maria Hansen, Stadsschouwburg & Philharmonie Haarlem)

At this moment, June 2009 it is too early to draw conclusions because the presale of tickets and subscriptions for the next season is not finished yet. Three of the four theatre accommodations agree on the fact that over the last couple of years they observed the upward trend that the emphasis is shifting from presale to the sale of single tickets. People react more impulsively and visit the theatre more spontaneously. Corresponding to this observed tendency, Cees Langeveld in his book Zaken van Zalen (Management of theatre accommodations, 2009) claims that the total amount of tickets sold for a performance can be predicted precisely from the tickets sold in the presale. When the presale of a season is falling short, directors of theatre accommodations often claim that the sale of single tickets will turn out to be better. However, research from Hjorth-Anderson showed that this is not the case. Presale that worked out badly will continue to last for the whole season (Langeveld, 2009; 125). These finding may predict no much good for the season 2009/2010 as presale already showed a light decline. Theaters Tilburg furthermore changed to a new system of presale which L. Pot claims to be the reason for negative results in the presale. The Chassé Theater in Breda has not identified any signals of decline in tickets sold in the presale. C. Langeveld elaborated on his supposition that the programming of a theatre accommodation is a decisive factor too on the ticket sale. 

When we are programming a popular musical then we sell many tickets all of a sudden. This year we have not programmed such musical blockbusters and did not sell so many tickets. Is it the crisis then or does it depend on the title? I think it is the title. (Cees Langeveld, Chassé Theater Breda)

Statistical figures show that the purchasing power of employees keeps stable or even increases for 2009 (research from VNO-NCW, 2009) which can be seen as a reason for the relatively small decline in presale and audiences rate. Also L. Pot elaborates on the fact that purchasing power might keep on the same level. Even though he can imagine that the situation will get worse at a certain moment, the extent of the damage may be limited. The Chassé Theater states a decrease in ticket sale of commercial companies.

5.2 Effects on income from Sponsoring 


 
Considering the effects of income from commercials or income from sponsorship one can identify a broader range of effects. The Chassé Theater in Breda already noticed a decline in the sale of advertisement and announcement in the season brochure. The reasons for sponsoring through advertisement however is mainly based on loyalty. As the ABN Amro bank is advertising in our brochure they undoubtedly will sell an extra loan. They do it for reasons of loyalty, local exposure, from good citizenship, as C. Langeveld claims. Theater Tilburg on the other hand is dealing with a decline of twenty to twenty-five percent from income in their Business club, which foremost consists of sponsoring by commercial companies. Especially companies that are more sensitive to the current financial crisis such as project developers are withdraw their funding. Even though these amounts of sponsor contributions are minor in comparison to the overall total revenues, a decline of twenty to twenty five percent can be considered as relatively severe. Most theatre accommodations are exploiting in a catering industry such as an own restaurant, cafe or bar. Comparable to the general catering industry theatre accommodations notice a decline in income from this source. Other sources of income from the sphere of the market is businesses rental. All respondents from theatre accommodations are dealing with a moderate to serious decline in business rental. Commercial companies that rented the theatre for meetings and conferences, either withdraw their rental agreement or moderate on the decoration. Instead of the luxury lunch they choose to keep it plain. The severity of the decrease of income from business rental is determined by the dependency of this source of income. 

 
Before I continue with the analysis of the first effects and findings, I want to recall some figures about the division of income in the Dutch cultural sector. The range of distribution of income shows that producing theatre companies, around seventy percent of the average income of performing art producing companies comes from public funding or subsidy (Oomen, 2005 in Kremer, 2007; 96). Theatre accommodations in 2006 managed to generate 62 percent of their income privately, with a big share from ticket sales revenue. That leaves an approximate amount of 38 percent of public funding (Langeveld, 2009; 157). These figures correspond to the division of income of the interviewed theatre accommodations. Thus more than half of their contributed income comes from the market, whereas theatre accommodations generate approximately 6 percent of private income from sponsorship, and from the third sphere. On the other hand, we are dealing with a total revenue of seventeen million Euro a year, so, when we are losing income to an amount of thirty thousand Euro from advertisement, this will not be our bankruptcy. (C. Langeveld, Chassé Theater Breda). One might think, what then is all that commotion and worry about? 

Income from foundations and sponsorship, income that is most of the time kept apart from the regular budget, is foremost used to realise additional programming and projects such as projects to increase the artistic content, educational projects, to increase marketing efforts or to organise festivals. 

When income from private foundations and from sponsorship is relapsing, then additional projects cannot be continued. Cultural organizations are forced to focus on their core business only. Thus decline in additional income is manifesting itself in projects. These are incurring risks. (D. Noordman, debate De Unie, 2009)

For the oncoming season Theaters Tilburg for example managed to program the Royal Ballet of Flanders for two performances. Even when they sell every seat of the theatre, income from ticket sale will never cover the costs. Normally they would never do this but due to additional income these extra performances are made possible. A big share of this additional income is made available through individual donators.

5.3 Effects on income from the third sphere 

The most common way to commit individual patrons to a theatre accommodation is by establishing a friend association or a separate foundation. What strikes is a low appreciation towards friend associations, considering the financial aspect. When B. van Mossel started as a director of the Leidse Schouwburg ten years ago he immediately terminated the friend association. All they want is discount, he claims. Also L. Pot from Theaters Tilburg agrees that they generate relatively little money. However he is underlining their important role as ambassadors who are building up relationship with the audience and the city. This is remarkable to some extent, in cultural economic theory friend associations and patronage are notified as having an important role for cultural organizations. On the other hand, maecenatism is not as developed and eminent in the Netherlands as for example in the United States. These attributed cultural differences in identifying the importance of patronage as a matter of fact do exist in practice. However the Leidse Schouwburg, even though they have no friend association, managed to commit two famous Dutch Leidenaren, to know the DJ Armin van Buren and comedian Jochem Meyer as ambassadors of the Leidse Schouwburg. These relationships are based on friendship. However, in Haarlem individual donations play a very important role due to the demographical setting of this city and they are valued accordingly high. Commercial companies are sparsely represented whereas this region knows many a rich individual. The amount of the gift is organised in three different funds. These arrangements are based on annuity, which is an important aspect of delivering a favour in return. The gift is tax-deductible. The Chassé Theater, Breda established the Chassé Foundation, an own foundation to generate money from individual patrons. This arrangement comes closest to Klamer’s definition of the gift  where patrons are addressed on their feeling, appreciation, their warm hart to donate money to the theatre. Donating in general is getting more popular. However, I could not identify any effects with regard to income from the third sphere in the case of friend associations. Income from foundations has not entered the conversation so I cannot draw any conclusion from that. 

Twenty years ago, as C. Langeveld remembers, the general attitude was that the government has to fill the gap by itself. It acted as the dominant patron and simultaneously acted arrogantly. No, this is not the right word, he corrects himself, though they acted in a we -know-it-all manner.

 Do theatre accommodations already experience effects concerning public funding of the city government? Theatre accommodations hardly notice cutbacks in public funding yet .

5.4 The government, the market and Klamers third sphere – a discourse to practical execution

For the purpose of this research I spoke with two groups of each sphere. I chose to approach two respondents of local authorities, one of the city of Delft and the other of Leeuwarden because they are involved with funding of theatre accommodations in their own municipality. I chose two commercial companies that are engaged with sponsorship. Price Waterhouse Coopers (PWC) and Robeco. In the third sphere I approached the VSB Foundation and the SNS REAAL Foundation. Except for the VSB Foundation, as far as I know, none of these stakeholders are engaged with funding of the interviewed theatre accommodations. But, what prompts these stakeholders to commit with funding the performing arts? What are motivations and criteria given and to what extent do they correspond with the theory? Furthermore, I was curious whether the assumption by John Holden can be demonstrated. I therefore asked the respondents whether they actually notice a clash between different perceptions in valuing the performing arts.
 
In general, theatre accommodations do not observe any misunderstandings or clashes between their own and their stakeholders’ valuation, though Maria Hansen from the Stadsschouwburg & Philharmonie Haarlem can imagine that a possible clash occurs when it comes to economic terms. A guaranteed artistic program is linked up with a price-tag. Political ambitions and translated artistic and instrumental objectives can exceed the actual sum of public funding provided. 

5.4.1 City governments

 Of the city government of Delft I spoke with two colleagues, Wesna Snijder, policy adviser for culture and accountholder of the theatre accommodation De Veste in Delft and Hans Speetjens, senior policy adviser of the cultural department. I was particularly interested in their visions and insights because W. Snijder is a young woman, starting her carrier whereas H. Speetjens has already worked for approximately twenty years at the cultural department of the city government in Delft. W. Snijder tells me that De Veste too faces reductions in income from business rental. Because the regular and the supplementary program is sufficiently demanded, the theatre is actually always sold out. 
 
The building of De Veste is owned by the city government, realisation of the program and management is the task of the director, the appointed legal body of the accommodation. With regard to public funding several conditions are linked in order to realise instrumental value such as attracting youngsters and providing space for amateurs. W. Snijder and H. Speetjes state that there always is a split between high political ambitions and the amount of public funding provided to realise these objectives. 
 
John Holden (2006) claims that performing art organizations are producing or programming from an intrinsic value to create. The government on the other hand is valuing performing art organizations for their instrumental values based on social and cultural importance for the whole community. W. Snijder holds the view that they try to take both aspects, intrinsic and artistic values and instrumental values into consideration. The artistic value of an organization can be considered its basis. Without guaranteeing artistic values instrumental values loose their value. A performing art organization certainly needs quality to achieve sufficient quantity.  
 
Likewise the city government of Leeuwarden also set priorities to the social benefit, an artistic organization or product is yielding for the cities’ community. If you want to be an entire city it needs a certain level of basic artistic supply. In Leeuwarden, between the city government and the theatre accommodation De Harmonie things still are in harmony as Dick Hollander, policy advisor of the department of culture and accountholder of De Harmonie states. The budget for public funding of culture in the capital of the county of Friesland is relatively ensured. Last year the new policy document of culture with its cultural budget was laid down by the municipal council. We have been ahead of the crisis with the policy document. By defending the importance of the performing arts, the reasoning given by D. Hollander indeed is in line with stressing its economic and cultural benefit for the community rather than focussing on well-being, health and community safety as John Holden claims (Holden, 2006; 29). They stress that cultural supply not just costs a city money but also brings in money. It is a general tendency that everybody starts appreciating economic benefit of culture. It adds to the image building of a city, a city gets more attractive to commercial companies to set a business. Concerning these shifts in thinking regarding to culture we do not live on an island, here up north in Friesland. (D. Hollander, city government of Leeuwarden). The policy advisors of the two city governments I have spoken with see their relationship with the theatre accommodations as partners, they act, together with the alderman of culture, as intermediaries and looking after the interests of the theatre accommodation and the city council. Also the theatre accommodations I have spoken with have a good understanding with their city government. 

If you negotiate with the city government, enter the conversation as friends. Sometimes I am surprised about directors of theatre accommodations who approach the city government as another party, to revolt against. They are your employers and principals. (L. Pot, Theaters Tilburg)


5.4.2 Sponsors

When I entered the headquarter building of Price Waterhouse Coopers in Amsterdam to meet Age Fluitman to have an interview with him, I was overwhelmed. Men and women dressed in business suites were crossing the lobby. After I announced my presence at the front desk I took a seat in the foyer with large leather seats and a big television screen showing the latest news on CNN. Apparently this is what the commercial world looks like were my first thoughts. After a warm welcome by Age Fluitman we entered into the conversation about Price Waterhouse Coopers as a sponsor in the cultural field. 

Sponsoring policy at Price Waterhouse Coopers (PWC) is grounded to use sponsoring as a tool to realise strategic objectives. PWC has administered sponsorship foremost as a relation management tool. 

We think that we need to have some instruments, some events to maintain the relationship with important players, our customers, prospects and other stakeholders other than in the daily work relationship.
(A. Fluitman, PWC)

Next to sports, PWC sponsors a yearly sequence of top concerts of the Concertgebouw (national concert hall), they sponsor the national ballet and some popular musicals. In Rotterdam PWC is a sponsor of the Rotterdamse Schouwburg on a local level. Though the reasoning for sponsoring cultural activities and sports does not differ, sometimes they are operating in the grey area of corporate responsibility. There are examples that they support cultural organizations because it is an appeal to their social corporate responsibility, though A. Fluitman emphasizes that they are not a philanthropic organization. Also this policy is administered with the purpose to create a win-win situation. Robeco, also a sponsor of the Concertgebouw (they are sponsoring the Robeco summerconcerts) as well as the International Film Festival Rotterdam, applies similar reasoning for building up sponsor relationships. Both commercial companies I have spoken with are focussing on sponsoring more classical, well known performing arts institutions such as the National Concert Hall and the National Ballet in order to boost relation management. This should not surprise you when taking into account that both PWC and Robeco are taking their clients and stakeholders there. They naturally choose artistic expressions that associate with general artistic preferences. These observations are in line with findings by Hitters (1997). An interesting aspect in this context is, that the choice for sponsoring a specific cultural organization often is based on coincidence. How do contacts lead to a sponsorship relationship? Is it the result of a solid strategic process? I am inclined to say that this is not the case, the mainline is the strategy, but when it comes to making a choice it often is a matter of coincidence. You have to meet the right people at the right moment. (A. Fluitman, PWC)
 
Relation management is the most important reason mentioned to commit in sponsoring and next to brand awareness which is easier to accomplish when a cultural event is carrying the companies’ name as with the Robeco summerconcerts. Comparing with Hitters list of motivation for sponsoring in the field of culture (table 1, page 26) building up relation management is the foremost reason for these and other companies to choose to commit in sponsorship relationships. Brand awareness does not score as high as marketing/PR and relation management, though Robeco chooses this motivation to establish their brand through sponsoring. Their motivation for sponsoring the International Film Festival Rotterdam, can be considered to be in the line of local responsibility. What holds my attention regarding their choice to commit to a cultural organization is that Robeco measures the valuation by their customers before they make a choice. This approach distinguishes them from other companies and provides Robeco a customer-friendly presentation.

We always examine the preferences of our customers and art and culture scores the highest next to wine and food though we do not make efforts to meet their latter desire. It is no coincidence that culture has elevated scores. The target group we are providing with our services is higher educated and it is no coincidence that they choose culture above football. (C. van der Woude, Robeco)
With Corporate Responsibility PWC not just tries to provide sponsoring in cash but also in contribution in kind. They want to contribute to society by applying knowledge and expertise which is their core business as being a knowledge-driven organization. Every year they spend 20.000 hours in contribution in kind. For instance they place advisors in cultural organizations to deliver project management skills. In sponsoring in contribution in kind PWC is still keen on the win-win situation, sometimes because their employees are enabled to develop on a broader societal basis. 

On the other hand you have to watch out not to cannibalise your own business under the motto of Corporate Responsibility of half sponsoring. It can be a risky movement to make a choice as to whom to offer contribution in kind and to whom not. This results in precedence’s. To overcome this tension I think our basic services should not be mingled with Corporate Responsibility and Sponsorship and we should search for more broad and general projects. For example many cultural organizations are struggling with entering the next stage of their professional development which is a strategic step where we can help to facilitate and accompany.  (A. Fluitman, PWC) 

On the other hand, how do theatre accommodations approach commercial companies to commit them to the theatre by sponsoring? It seems that theatre accommodations are well aware why commercial companies are entering into sponsorship relationships. The Chassé Theater Breda starts with getting to know what a commercial company wants, what their reasons and motives are to possibly commit to the theatre company. They offer a kind of package deals, a skeleton of services in return. For brand marketing the company is offered a room or a theatre hall which is called after the companies’ name. If they want to focus on relation management the Chassé Theater offers special business seats or arrangements. Also sponsors that commit for reasons of good citizenship, recognition and acknowledgement to the community should rewarded with, for instance, the mentioning of the companies name on a sponsor-list or in the brochure.


5.4.3 Foundations

Also private foundations have to make careful considerations as to every application for funding they have to evaluate. That the VSB Foundation, one of the biggest private foundations in the cultural sector has lost half of its capital does not surprise anymore. The asset foundation of the VSB had invested in a substantial share of the Fortis bank which got bankrupt due to the current financial crisis in 2008. The VSB Foundation has seen an enormous evaporation of their capital and the donation budget has been halved. But how do they deal with it at this moment? Despite the latest reorganization the organization still is in turbulent waters. It needs time to get used to the new jacket. This new jacket is to be looked at from different angles as V. Koningsberger describes the new situation. The SNS REAAL Foundation is a relatively young private cultural foundation. The donation budget has grown slowly but steadily over the last three years, from 8 million euro in 2007, 16 million euro in 2008, to 18 million euro in 2009, since they established and set up the organization. The SNS REAAL Foundation hopes for the same budget next year as they has available in 2009 to support cultural activities. Together with Theo Schuyt, professor in philanthropic studies the SNS REAAL Foundation in 2006 investigated which sectors in society have the highest need for financial support. The sectors art and culture, education and science evolved from this. 
 
But, what are the criteria for evaluation private foundations that are considered as an important player in the cultural sector when assessing the applications? It is noticeable that both foundations I had an interview with apply the same criteria to evaluate cultural activities. When assessing an application I ask myself some basic questions. What is the quality of the project but also what is the quality of the organization. Is the organization the appropriate one to offer this project, are they able to realise the project and what is the quality of the distribution. Thus V. Koningsberger describes the criteria she operates with. A similar working method applies the SNS REAAL Foundation. An objective commission deals with applications above the 15.000 euros. Considering the method of valuation, private cultural foundations can most be compared with the working method of city governments. The SNS REAAL Foundation and the VSB Foundation take similar criteria into account when valuing a cultural institution. Next to the artistic quality, the intrinsic value a cultural organization radiates, there is a closer look at the organization itself. Instrumental values such as involving as many groups of audiences as possible, are put as an umbrella over the valuation process. Private foundations miss the political context and stay away from the political game of democratic decision making process and lobbying ( De With & Klamer in Boekman 76, 2009; 51). When cultural organizations approach these private foundations, they have to take into account bureaucratic procedures and conditions on donations. The private foundations have to take the responsibility to donate this money, as targeted by the generous benefactor (De With & Klamer in Boekman 76, 2009; 51). The authors see foundations as a (financial) enrichment for the cultural sector.

5.5 Reflection

The current financial crisis, as we have reached in June 2009 has not had the severe effects of decrease in income as expected from theory and as theatre accommodations themselves had feared before the presale for the season 2009/2010 started. Income from ticket sale kept stable or showed a minor decline. Even if the financial crisis can be blamed for this decline, it cannot be seen as a 100 percent reason. Also the tendency that audience behaviour to buy their tickets more spontaneously is given as a reason for decline in the presale. Effects in income from sponsorship showed a broader range from a decline in income in the business club of a 20 to 25 percent in Tilburg, a decline in income from selling advertisement of the Chassé Theater in Breda to hardly any effects for the two other theatre accommodations. Another story can be told about business rental where especially the Stadsschouwburg & Philharmonie Haarlem and Theaters Tilburg see reduction in income, or, as in the case of the Chassé Theater not the amount of rentals but the expenses for the rental are declining. Another important component or source of income is the catering industry. There as elsewhere in the Netherlands income has decreased over the last months. Considering the effects of the current financial crisis on the four theatre accommodations the findings have to be put in the context of the funding arrangement they chose and their condition. The Leidse Schouwburg, for example, as being the oldest theatre accommodation of the country only has a capacity of around 500 seats. Income from ticket sales fast reaches its maximum and there is only limited room for business rental. Most theatre accommodations chose for mixed funding arrangements to spread the risk of being too dependent on just one stakeholder. 

The introduced stakeholders in the three spheres that are involved with funding in the performing arts all have different motives and reasoning to engage in funding. The government and city governments act out of a strong social commitment to support the performing arts. Cultural participation by as many inhabitants of a city as possible and creating a broad social ground basis are leading objectives. Nevertheless the economic function of a diverse supply in arts and culture also is a focus to defend the arts and culture. At last: money of the whole community, acquired by taxes, should be spent in a responsible manner. Theatre accommodations as being a cultural good, among other cultural institution determine the cultural identity of a cities’ live. 
 
Commercial companies notably see sponsoring as a tool to achieve certain strategies and to commit their clients, prospects and other important stakeholders on their organization. The win-win situation in this context is the primary reason to commit to sponsorship of performing art organizations. It was interesting to get to know the desirable profile of a performing art organization to commit to sponsorship and what criteria they apply. Private foundations apply a working method similar to the government and local authorities, the artistic quality is as important as organizational features. Though private foundations are not subject to political inconstancy and responsibility.  

Chapter Six : An Ambiguous Future I -  Anticipated Impacts and Concerns

All thing of value is defenceless, as Lucebert claims. So it can more easily be destroyed.

(W. Snijder, city government of Delft)
Even though the direct effects on income from different stakeholders turn out to be better than expected, all respondents express their concerns about the near future. The overall message is that the consequences or effects of the financial crisis on the Dutch performing art sector will have a delayed effect from approximately 2010 onwards. This is in line with findings from the research conducted by the student group KC2. Under the supervision of Dr. Dirk Noordman some students of the Erasmus University Rotterdam conducted a qualitative research among cultural organizations in Rotterdam. It is too early to conclude that the financial crisis can be pointed out to be the only villain causing several economic problems. Though, if there are reasons to point out the financial crisis as a causer of problems, then not before 2010. (KC2, Erasmus University Rotterdam, 2009; 13) Also research in the Pacific Northwest region of the United States, conducted by Helicon Collaborative in January 2009, concludes that effects of the financial crisis will show as from 2010. Most respondents ‘are gravely worried about generating income in 2010 and 2011’. (Helicon Collaborative, 2009;7). Anticipated impacts of the financial crisis on performing art organizations thus will launch from 2010 onwards. Reason enough to investigate whether respondents feel threatened and see dangers for a guaranteed economic future of performing art organizations. Subsequently, to what extent can the interviewed stakeholders who are involved with funding be considered to be a threat for the performing arts sector? The latter question will be discussed in the second part of this chapter.

6.1 Concerns about income from ticket box revenues

I do not know whether we are cheering too early concerning the purchasing power and the consuming behaviour of the audiences.  (C. Langeveld, Chassé Theater).
Many respondents have a hunch that more commercial companies will go bankrupt and that the big wave of unemployment is still to come. However, the unemployed like to proceed with their old habits and pattern of expenditures which certainly will be successful for a couple of months. Especially when they get a premium on their unemployment benefit from a social plan agreement. Some time later they will understand that they have to adjust their life-style to their reduced income. (C. Langeveld, Chassé Theater) Langeveld in this context speaks of a process of time lag. It is a psychological matter as well, he continues, when consumers trust is declining, when people get anxious about what might come next, they start sitting on their money and economize their pattern of expenditures. The social sensibility of such a recession could proceed longer, even when the market economy is improving. One of the fields where people cut expenditures might be culture. (C. van der Woude, Robeco). All sources of income will become scarce and are put under pressure. Van der Woude does not have a good feeling about the economic situation of the performing art sector in the near future, he hopes that public funding keeps on a stable level.

Yet, threats mentioned by some respondents are transcending the current financial crisis and economic concerns. On the question which stakeholder forms the biggest threat L. Pot of Theaters Tilburg expresses his concern about the public, the demographical changes that society is experiencing. In Tilburg almost half of the youngsters under the age of 23 comes from a allochthonous origin, whilst Theaters Tilburg and other cultural facilities have not adjusted their cultural supply as such yet. Statistical figures of the CBS and the ‘Ruimtemonitor’ indeed show that the amount of allochtonous people will increase over the following decades. L. Pot’s hunch that supply is not adapted to this development as such is also acknowledged by John Holden (2006) who claims that cultural organizations have lost their contact with the public. There is a clash between the perception and the comprehension of how the public and cultural organizations see and react to each other. Will the distance and with it the participation, due to these demographical changes, increase? Or will the financial crisis bring along a change with regard to this relationship? 

6.2 Public Funding - put under pressure?

As far as the implementation of the new cultural policy is concerned, the matching fund, there is agreement between M. Versteegh from Kunsten92, the national association of interests of the Dutch art and cultural sector and V. Koningsberger from the VSB Foundation. Both organizations have consulted with the Ministry of Education, Culture and Science and have expressed their concerns to adopt this new course in the current economic situation. 

To cut down public funding in the first place and subsequently match new generated private income with public funding cannot be considered to be opportune in this situation. This is not feasible and just a removal of the problem. If you translate the cut downs to the current economic situation then the whole cultural sector might fall apart. (M. Versteegh) 

The matching fund agreement is constructed as follows: the Ministry compares privately generated income by organizations over the past four years and takes these data as a zero measurement. In order to be matched with public funding from the matching fund, organizations have to privately generate more income than they had over the past four years as V. Koningsberger states. During the process of writing this research, in June 2009, the Ministry definitely agreed on the implementation of the matching fund arrangement. Nevertheless the ministry of Education, Culture and Science has slightly adjusted the matching fund objectives as a result of the financial crisis and in particular the reduction of additional income from the VSB Foundation. Additionally contributed income will be divided into and matched concerning the following three categories: generated income from ticket sale, indirect income (sponsoring and donations) and income from the VSB Fond. (Kunsten92, 2009). 
 
V. Koningsberger especially expresses her doubts concerning performing arts organizations which have made extensive efforts, over the last years, with the help of financial and advisory support of the VSB Foundation, to professionalize and become more entrepreneurial in generating private additional income from different sources. They have no chance to realize these conditions. Especially not in the current economic situation in which generating additional contributed income becomes much more difficult. If you want organizations to act more entrepreneurial in generating additional income and to distinguish themselves in the market then they need to have a healthy foundation, M. Versteegh states. This threat can be applied to producing performing art companies that are dependent on public funding by the Ministry of Education, Culture and Science. 

Theatre accommodations are foremost relying on public funding by the municipality. However, some organizations express their concerns about the guarantee of public funding by local authorities. As elaborated on in the theory, the national government massively injected cash into several industries to keep the market economy turning. Governments’ resources are not inexhaustible and these expenses lean on other budgets. A city government basically generates income from different sources such as rent and selling ground to commercial companies, taxes and a certain amount of money per inhabitant by the national government. This money flows into the municipality fund. Due to these massive cash injections, concerns prevail that the national government is diminish allowances into the municipality fund. M. Versteegh of Kunsten92 sees this as a real threat. For example the city government of Tilburg expected to sell land property, worth 65 million Euro in 2009 to commercial companies. In June 2009 they only just reached an amount of 4 million Euros. (www.leopot.blogspot.com) I am sure Tilburg is no exception. Thus, income is decreasing while expenses are expected to increase due to expenses on unemployment benefit budgets of the increasingly unemployed population. The logical consequence is that budgets of city governments are put under pressure and have to be withdrawn from expenses on other budgets. 

The local authorities will not choose to spend more money on the arts and culture in the first place, they more likely spend money on constructing a better infrastructure and on reduction of unemployment. (C. van der Woude, Robeco)

 To continue this chain reaction, as income for theatre accommodations comes in a staggering position they react by adapting their programming as the interviewed theatre accommodations agreed. There are theatres that choose to reduce their supply by 10 percent. (B. van Mossel, Leidse Schouwburg). - Theatre accommodations are inclined to program less risky performances in amount and range of riskyness, as income declines. (C. Langeveld, Chassé Theater) – are answers to the question which effects the financial crisis has on the program. Risky performances are productions that are less demanded by the audience. Here the circles of threat meet when companies, that produce more experimentally performing art, are cut down on their public funding by the national government. On the one hand they are less programmed by theatre accommodations on the other because the latter chose a more secure program to make sure they can generate income from ticket sale. V. Koningsberger is concerned about the friction between production and distribution that might result from that. 

Another concern is that of the next year’s city councils elections. The latest election for the European Parliament has shown that the Dutch population massively cast extreme votes where the right-winged political party, the party of freedom (Partij van de Vrijheid) under the supervision of Geert Wilders turned out to be the big winner. This could be a worrisome prediction for the city council elections in 2010. Right winged political parties are known to rank art and culture relatively low in their political agenda, if they even have added a culture paragraph to their policy papers, as L. Pot, Theaters Tilburg informs me. I think that these kind of social trends get a solid ground in our society and such a financial crisis does not help. The arts and culture certainly enter the political debate. (C. van der Woude, Robeco)

6.2.1 Reaction of city governments

How do the two city governments then react to the current financial crisis? Can they be considered to be a threat for the performing arts sector due to cutbacks in cultural funding budgets? H. Speetjens knows from his own experience how the city government in Delft dealt with earlier economic crises. In the 1980-ies, during the disinflationary crisis, there was a deliberate withdrawal from public funding on culture. Along the lines of reorientation or reconsideration the cheese slicer method (Kaasschaafmethode) was applied to all cultural organizations in the city of Delft. The same procedure was applied at the beginning of the 1990-ies and also at the beginning of the new millennium the cultural budget was cut down. The same goes for the inflational grow, the accres that was reduced to zero and as which also expects to happen in 2010. To what extent the city council is valuating De Veste is hard to gauge. I think the theatre accommodation is valued as a luxury institute (H. Speetjens). W. Snijder does not agree with H. Speetjens but admits that it absolutely has no priority. On the other hand, you cannot afford to let the theatre accommodation go bankrupt. If this is going to happen then the most important creditor, the tax authorities will knock at the door and this consequently bounces back to us as being the owner of the theatre building. (H. Speetjens) On the other hand, withdrawing public funding in economically more difficult times is also expected by the society, as W. Snijder conjectures. This is in line with the earlier elaborated discussion about legitimation of public funding. 31 percent of Dutch population would agree with cutbacks in public funding of the arts. (21minuten.nl) 
 
It is conspicuous how fast processes are changing within a short time, how fast fears turn out to be reality. In the last couple of weeks the city government of Delft inventorize as to a possible reduction in budgets of the whole municipality from 2010. Every department is expected to come up with a proposal as to where reduce costs and to withdraw public funding. Actually my working position has been part of the economisation of the budgets too, my contract has not been prolonged from September on. I cannot prove this at this moment (June 2009) but I am convinced that other municipalities sooner or later will be facing the same problems. 
 
In Leeuwarden, the new cultural policy paper, among budgets has been adopted and laid down by the municipal country last year. They have been anticipating of the financial crisis. Even though a theatre accommodation is a steady property of a city, arts and culture often is the first domain on the financial political agenda that receives consideration regarding reduction as D. Hollander states. When the municipality funds will be reduced, ambitions might have to be adjusted and with it funding budgets. When it comes to cutbacks harsh choices will be made. We do not use the cheese slicer method in Leeuwarden. Occasionally some members of the council say it would do no harm to reduce funding of the theatre accommodation with 100.000 euros. They simply look at the overall budget without being aware of the consequences of reducing the budget. However, when we do have to withdraw funding then we have to make an inventory of the consequences. The answer, then, will be that the theatre accommodation has to close its doors for one or two days a week. At last, the municipal council bears the final responsibility. (D. Hollander, city government of Leeuwarden)

6.3 Concerns about income from sponsorship

It is the market, the battle for the money has started. 

(M. Versteegh, Kunsten92)

Performing art organizations will have rough times when it comes to keeping and especially entering new sponsorship relationships. This concern is confirmed by M. Verstheegh of Kunsten92 who states that commercial companies argue that cultural sponsoring is often based on an artistic content rather than on financial rationales and therefore more difficult to measure. 

Commercial companies will save costs, they too face the threats of an insecure economic future. They will proclaim; we are making a distinction between the nice-to-haves and the must-haves. And consequently they might say, we are sampling out the nice-to-haves for a while. They might make the choice to explicitly agree on all expenses and costs which are useful and required to make. (A. Fluitman, PWC)

On the other hand, especially in times of a financial crisis it might be advisable or useful to be present for the clients, prospects or stakeholders and not to decrease visibility towards these clients, so this could justify sponsorship. (A. Fluitman, PWC). Inspired by this point of view I confronted C. van der Woude of Robeco with this question. He states, however, that business customers especially in these economic times, understand, no, expect that a commercial company is doing less instead of more in sponsorship. Clients rationalize these circumstances and think;  I rather obtain  higher interests on my bank account than see you spending it on cultural organizations.(C. van der Woude, Robeco)
How do commercial companies that are positioned as sponsors in the cultural field react on sponsoring in times of a financial crisis? At this moment many sponsor relationships are running contracts and are still exceeding. We also do not search for the small letters in the contract to get rid of these contracts. On the other hand A. Fluitman sees difficulties when it comes to renewing sponsor relationships and new applications. The general hesitation to come to new agreements seem to have grown extensively. This is in line with the observation by M. Versteegh, Kunsten92. It takes a longer period for commercial companies to come to a sponsorship agreement and they are committing for a shorter period for less money. Every aspect will be put under the microscope. Does the cultural activity match with the strategic targets? Are the endeavours effective concerning the win-win situation? – These are criteria that are decisive at the moment, though not with the purpose to minimize or decrease to activities being sponsored at Price Waterhouse Coopers. 
 
Robeco on the other hand is dealing with a cutback in their funding budget for purposes of sponsoring as Marketing director C. van der Woude tells me. At the moment their focus is on funding just one cultural activity; the Robeco summerconcerts of the Concertgebouw (national concert hall) like they have done for the past twenty years. Why does a commercial company that has its roots in the city of Rotterdam sponsors a cultural event is Amsterdam? This was the first question that cropped up. So it did to many customers, C. van der Woude tells me. For that reason they chose to sponsor the International Film Festival Rotterdam over the last five years. Robeco paid for the furniture of the Robeco Filmcafe and next to that the organizations agreed to organise the Robeco day of films. Due to the current economic situation, that had its effects on Robeco as being an asset manager, specialised in mutual funds, the sponsor budget is cut down and Robeco will not sponsor the International Film Festival Rotterdam the same way as they did before. Yet, both organizations are negotiating about another form of partnership. Despite the choice of commercial companies to make an attempt to sponsor cultural organizations for several reasons and current decline of financial resources, some respondents, such as Theaters Tilburg and the Chassé Theater have a hunch that one never knows whether the financial crisis is the genuine reason for cancelling sponsor contracts or whether the crisis is used as an excuse for not having to commit to a special cultural organization anymore. However, these are only surmises. 
 

6.4 Making choices – the position of private cultural foundations

Due to the loss in capital by the VSB Foundations, their policy has been sharpened to some extent and at this moment they are focussed more on the public. Activities have to be addressed to involve the public as well as possible. This corresponds with and is explicable from the mission of the VSB Foundation. Resulting from this focus four main emphasises are formulated: forgathering, participating, inspiring and awareness. These four are matched with the two sectors of focus; Social Affairs and Art & Culture. Instead of applying the cheese slicer method (kaasschaafmethode) they choose to support activities in these two sectors. I was especially interested in why the VSB Foundation’s motivation to choose to keep supporting the arts and cultural sector. Is their motivation grounded in continuing to invest in the extraordinary values art and culture bears and radiates on society? The reasoning and motivation is grounded in the return to the roots of the VSB Foundation, being a cultural foundation as it had chosen to be at the moment of establishment in 1990. The SNS REAAL Foundation, as being a relatively young cultural foundation is not facing cutbacks in its donation budget. 

On the question whether the foundations saw any changes in the amount of applications both foundations agreed that the amount of applications did not rise due to the financial crisis. The VSB Foundation, however, cannot link this effect to the financial crisis because they have been severely affected themselves. They even receive lower applications for financial support but whether this is the result of what happens in the outside world or that organizations think the VSB Foundation does not exist anymore is unclear. V. Koningsberger thinks that organizations let the foundation rest for a while. Nevertheless, the applications themselves have changed. Both foundations recognize that the amount of money cultural organizations apply for has changed. 

We recognise with regard to some applications that the original budget and with it intentions had to be adjusted to some extent because cultural organizations failed to generate all the income as they planned to. The total share of the applied share of the SNS REAAL Foundations is increasing then. As a foundation, we have to look which position we are taking in these situations, but we do not cancel the allowance. We prefer that the organization behaves honestly and transparently. (A. Brits, SNS REAAL Foundation). 

6.5 Discussion of Legitimation of arts and culture 

When less money circulates in the market, also the government and city governments painfully feel the increasing expenses and the decline in income. Expenses have to be cut and clear choices have to be made. Whom to keep supporting and to whom cut funding? When budgets are put under pressure the question of the legitimation of public funding of the arts is ignited. 
 
The question of the legitimation of public funding of the arts and culture has always been subject to discussion. (M. Versteegh, Kunsten92) To recall history briefly: the Great Depression and World War II had such a deep impact that it led to a change in the system of funding arrangements. In the 1950-ies and 1960-ies public funding was defendable on account of the welfare-state mentality. However, as soon as a country faces serious economic downfall, such as in the 1980-ies, pressure is put on the legitimation of public funding. The government therefore takes actions to reconsider its cultural policy and to stimulate the cultural sector to act more market orientated, for instance by the implementation of the direct profit principle and the 15 % private income measure. Ronald Plasterk intends to extend this market orientated approach, by the matching fund agreement, even though there are expressed concerns about the possibility of its realization in the current situation. The severity of the current financial crisis will consequently determine to what extent the growing discussion about legitimising public funding will pull down known structures and consequently might lead to a systematic change in funding arrangements. On the one hand public funding might not be financially feasible anymore and on the other it might no longer be requested by society. 
 
What strikes is that both, PWC and Robeco, as they are engaged  as sponsors in the cultural field, are somewhat afraid that public money, that belongs to the whole community, is spend inefficiently. Even more so when it concerns performing arts that have a small basis in society and when there is little demand for.

As coming from the corner of purely rational market mechanisms of supply and demand and competition, art and culture is a grey area. Public funding in my opinion is provided on legitimate grounds when also the market is sufficiently demanding artistic performances. (A. Fluitman, PWC)

When the profit a company makes is declining due to the financial crisis, sponsorship is one of the first things that comes under attack. There are always those who advocate cultural sponsoring and those who oppose to it. It is one of the aspects that is less explicable and justifiable economically, it just has no economic priority. (C. van der Woude, Robeco). Give me an explanation of its efficiency he asks. We are expected to clarify the efficiency of every Euro we spend. The efficiency of sponsoring, however, is hard to measure. C. van der Woude generally thinks it is a strange case that the government keeps assisting. It is a matter of approaching an as broad as possible social basis. 

Imagine that the Joop van den Ende productions get into serious troubles due to the financial crisis, because less people visit these popular musicals as they find them too expensive. Do we have render assistance though public funding? Sophie: Good question, why has the banking sector, the appointed villain of this financial crisis been assisted by means of common financial resources? Caspar: Imagine you are minister of art and culture and you have to choose what to spend the money on. At a certain moment or point this gets staggering. Would you support the Joop van de Ende productions, for the very reason that it is a form of performing arts too people are attending. Or to choose to keep supporting experimental performing arts with less social ground basis and few visitors. I  would say it is a logical choice to support Joop van den Ende for a while, the money will then flow back in a couple of years, and withdraw public funding from less well visited performing art forms. Sophie: This really is a difficult matter. Precisely those performing arts forms, that are put in a much more vulnerable position because they are facing even more severe difficulties in generating private income, deserve a serious chance. Otherwise you loose an important part of the foundation, the breeding ground. Caspar: I agree, they certainly have a right to exist. I do not say that it has to stop completely. Yet there have to be taken choices. There is little justification, except from your own enthusiasm, to keep supporting it for a small group of people. You never know whether it will become successful in a couple of years. (conversation C. van der Woude, Robeco and I) 

To note in this context, media report that the commercial musical production Mamma Mia! of Joop van de Ende Theaterproducties is not affected by the financial crisis as ticket pre-sale shows no decline. 

I am sure the policy makers of the Ministry of Education, Culture and Science and their Minister are struggling with the same question regarding an economic legitimation of public funding to performing art organizations that only attract a small audience. Are the identified extraordinary values the performing arts radiate and which are translated into argumentation in favour of public funding for the arts and culture, no longer justifiable in such difficult economic times? Aren’t these values precisely a reason to keep or even raise (financial) support in this situation?
6.6 Reflection
 
During the last couple of weeks government and city governments clearly deal with reductions on several budgets. There is a serious threat that cultural budgets too will be subject to reductions due to decreasing income from rent and selling ground and to an increase of expenses as a result of major cash injections into the banking industry and unemployment benefit. Whereas demand in commercial performances is barely affected, more risky, innovative and experimental art forms might fall victim to the financial crisis. There is a twofold threat: by decrease in public funding due to the matching fund agreement on the one hand and due to the fact that theatre accommodations might choose not to program this kind of supply on the other. This approach leads to the assumption that there are different dimensions in the severity of threat to the performing art sector.
 
Commercial companies that are committed as sponsors in the performing arts sector are facing a decrease in their revenues as well. As a consequence they will distinguish between the nice-to-haves and the must-haves as A. Fluitman of PWC conjectures. Stricter choices concerning sponsorship will be made, so particularly cultural sponsoring is put under pressure because it is hard to measure its economic efficiency. Robeco even decreased its sponsor budget due to the current financial crisis. 
 
Anticipated impacts on the public are identified in line with an expected increase in unemployment rates and a decrease in consumers trust in economy. They react in saving their money and cutting expenses on more luxury goods such as leisure and culture. In addition the demographical changes in society causes concern. This could lead to a further distance between the artistic supply and demand of the performing arts. On the other hand, purchasing power for 2009 is expected to keep stable as several researches has identified. However, ticket box revenues are expected to decrease from 2010 on due to the fact that the effects of the financial crisis have a postponed effect on the pattern of expenses by the audience. Are performing arts companies put in a position to grab the chance to focus on committing the public to the organization?  
 
 

Chapter Seven : An Ambiguous Future II - Opportunities the financial crisis offers

Like the Chinese sign of crisis that consists of danger and opportunity, or the Ying-Yang sign, two opposites cannot exist without one another. Every threat or danger obviously bears opportunities and chances. The current financial crisis economically brings forth threats, probably from next year on for the Dutch performing art sector, because the financial crisis is not a closed chapter. Like one can approach a glass of wine as half-empty or half-full, one can see threats and opportunities. Even though, H. Speetjens, senior policy advisor of the city government of Delft, only sees financial threats for the Dutch performing arts sector, all other interviewees see opportunities. 

Many ideas and concepts are still discussed at a table with a glass of wine. Wishes are turning into a must. (V. Koningsberger, VSB Foundation)

In general many respondents agree on the fact that the current financial crisis brings along an external boost. The necessity to convert ideas into real actions is growing, it is the right time to gain momentum, whether it is about attracting new groups of audiences, an adjusted policy in diversity, a differential positioning or undertaking alliances and corporation. (V. Koningsberger, VSB Foundation) On the other hand, the biggest bottleneck in this concern is whether cultural organizations are able to cope with these challenges. Not just financially but also concerning the organizational structure. It is a slow process and it cannot be expected to turn immediately. This boost can be translated into hard, economic terms in creatively and more aggressively generate private income and in soft terms. The latter relates to the realisation of and emphasis on the exceptional cultural and social values the performing arts has to offer to the community. When emphasizing the opportunities the distinction is made between opportunities in economic, artistic and social terms. When speaking to directors of theatre accommodations, sooner or later the artistic content and quality, the value of culture enters the conversation. This is not surprising for the diverse supply of high quality artistic value of culture is the basis to build on. Objectives such as attracting a broader range of public and other financial stakeholders, adapting to various needs and more efficiency in working methods are identified. Interwoven with the elaboration of the opportunities, first steps and strategic considerations theatre accommodations are planning to take or already have taken are reviewed. 

7.1 Opportunities in economic terms

It is unbelievable that astronomical amount of money the banking industry could have contributed to several sectors; but it is gone now. It may force us, as with development aid, to set apart a certain percentage of the benefit for social purposes, education and culture. It certainly provides us with better and more beautiful community. (B. van Mossel, Leidse Schouwburg)

Economic opportunities are put in the light of a more business orientated approach, by generating more private income and integrating more effective working methods. It draw my attention that L. Pot, director of Theaters Tilburg has a very businesslike attitude when he claims that he does not see any threats in the reduction of public funding. It is a healthy incentive to develop a more entrepreneurial attitude. In the Netherlands cultural organizations are tremendously spoiled as to public funding. 

In the past decades entrance prices have been kept low due to public funding, with the consequence that Dutch people valuate the arts and culture as relatively low. It is primarily the case to increase the connection between supply and demand before it is the case to work on a process of valuation in increasing prices perhaps. (V. Koningsberger , VSB) 

Instead of lessening the activities in the case of a reduction in public funding I am an advocate of searching for other sources of income. We are investigating whether we can make more business out of our competences. (L. Pot, Theaters Tilburg) They are strongly focused on the business side by maintaining a good network with financially involved companies and generates more income from matters that are primarily associated with a visit of the theatre accommodation, for example by introducing a combination of a lunch restaurant integrated in a shop of design gadgets.

The Chassé Theater seems the same attitude to pursue. He advocates a spreading and broad range of generating different sources of income. Till now there has not been the necessity to take steps in a more businesslike and entrepreneurial direction. He is proud to be relatively independent from public funding by the local authority. Apart from the regular public funding they never approached the city government for extra support. To realize all the intended projects and rebuilding he tries to find a sponsor. This also is to preserve my honour, this is our mentality; this is how we try to find solutions ourselves. (C. Langeveld, Chassé Theater). Independency and chance of realisation are the foremost reasons to generate private income. 

When you are applying for project subsidy at the local authority, firstly it is a long process and secondly everybody starts to  interfere with the project plans. The municipal council, the aldermen of culture, civil servants. Suddenly all kind of questions and conditions are linked. If you manage everything yourself you do not need to ask nor to justify your actions. (C. Langeveld, Chassé Theater). 

In general the attitude of just depending on and of lobbying with the city government has changed over the last years. It boils down to the entrepreneurial attitude of the theatre accommodations themselves. The appointed party to lobby at the government and local authorities in this case is Kunsten92 who promote the interests of their members, also in the performing arts. Unity is strength. Considering this motto Kunsten92 negotiated with the council of culture (Raad voor Cultuur) about the implementation of the new cultural policy objectives and also, together with VNG (association of Dutch municipalities) they wrote a letter to focus attention on the importance of culture within the municipality. Profitable examples are put forward to show what kind of investments will have positive effects on the long term for the whole city and community. The elaboration on the economic values of culture, as the local authorities I have spoken with already intend to underline as well, helps to strengthen the position of the policy advisors of local authorities as an objective party, like Kunsten92 is calling for attention to keep investing in culture. The economic and social values of culture in this case are prioritised to ground justification and the call to keep investing in culture, because: ‘cultural activities, goods and services both have economic and cultural value, because they convey identities, values and meanings, and must therefore be treated as solely having commercial value.’ (UNESCO, 2005) This aspect D. Hollander of the city government of Leeuwarden keeps underlining as well as his opinion that art and culture not just costs money but it carries a yield as well. 

To generate more income from the public, C. Langeveld mentions the example of increasing income through the catering industry. If you want to increase income from catering you have to take care your audience stays longer. 

They have to arrive earlier and depart later, though I see that theatre accommodations slowly start to innovate on that aspect. Due to introductions before and debriefing or a life concert after the performance people are seduced to increase their retention time in which they take more drinks than just the two coffee during the break. (C. Langeveld, Chassé Theater)

7.1.1 The case for integration

Due to governmental support, a habit was maintained to exploit several allied accommodations, such as theatre accommodations and concert halls as independent entities. In many profit orientated industries, where competition plays a big role, this is not possible at all, Cees Langeveld compares these two markets. In these sectors integration has developed as such with the purpose to reduce costs per unity. But when there is no necessity to do so efficiency will not develop as such. (C. Langeveld, Chassé Theater, Breda). He therefore hopes that the external push will bring a change for the better. He already did extensive research to investigate possibilities to increase efficiency both to horizontal and vertical integration. Vertical integration means that different levels of the stage of productions are joint together which results in a reduction of costs and stabilisation of conditions of purchase. In Haarlem several cultural accommodations managed to integrate into a joint foundation for the management of automation which works more efficiently and is cost effective. This foundation is called BACH (Stichting Beheer Automatisering Cultureel Haarlem). This is a development cultural organizations are willing to extend, for example to establish a joint foundation of management of all cultural accommodations and buildings. The supporting facilities are easily and efficiently to spearheaded by one umbrella-ish organization. The BACH association in Haarlem can be seen as an example of vertical integration in reality. Also the Leidse Schouwburg sees the urgency to assemble strength with several cultural organizations to get a grip on the artistic supply. The combination of the low capacity of seats for visitors and the technical facility puts the Leidse Schouwburg in a troublesome position because sooner or later big musical productions cannot be performed in this theatre anymore. If there are thirty to forty more theatre accommodations that are in the same position a joint alliance might be agreed on to strengthen their position in negotiating with producers to adopt their performances to some extent. In a way off course that quality is guaranteed and affordable for the audiences. In general, collaboration or alliances with different parties are embraced by all four theatre accommodations. What struck me is that theatre accommodations did not start to think about strategies yesterday. It is an ongoing process of revaluing the position they have in the community. 

We are always put under pressure, we always have to walk on tiptoe. Theatre accommodations are small companies and the financial pressure on the exploitation is getting heavier. The split between artistic and cultural/economic entrepreneurship is getting bigger. Also expectations are rising. At some theatre accommodations I notice that intentions are turning. They discharge the beautiful, more vulnerable artistic content at the expense of amusement. (B. van Mossel, Leidse Schouwburg).

7.2 Separating the wheat from the chaff – artistic supply

The performing arts are a great good that generally enriches life. (A. Fluitman, PWC) Arts and culture are a binding agent and I suppose that art and culture is inspiring. (B. van Mossel, Leidse Schouwburg)- are underlining arguments of the value of culture given and its importance to the society. In the previous chapter the threat is expressed that theatre accommodations might choose to adapt their program partly into a direction of a more safe program and/or commercial performances. The Chassé Theater chose to cancel extra, more risky performances. They, for example, programmed a more expensive exceptional artistic performance from Oslo. When the company informed the Chassé Theater that they were not able to come with the planned performance but were eager to perform another production, the Chassé Theater cancelled the whole performance. In the previous years they might have been willing to accept this offer but in the current situation they chose to cancel this performance. This, however, might lead to a friction in the distribution of several producing performing arts companies. V. Koningsberger is concerned about this. But how can this threat be considered an opportunity?
 
B. van Mossel of the Leidse Schouwburg and M. Hansen of the Stadsschouwburg & Philharmonie Haarlem observed that, an already commenced bluntness in artistic supply and demand lies in wait. Spread over the whole country you have these exquisite theatre building were the program repeats itself. Extraordinary artistic performances are hard to find these days. (M. Hansen, Stadsschouwburg & Philharmonie Haarlem). The crisis can have a purifying effect, meaning that the performing art sector is emerge stronger, that quality is going to proof itself. It is an opportune moment to separate the wheat from the chaff. (B. van Mossel, Leidse Schouwburg) Also V. Koningsberger of the VSB Foundation suspects that some performing art organization will fall victim to the financial crisis, new things there will develop, new niches will be discovered. Opposite to this, L. Pot of Theaters Tilburg claims that it is not matter of an artistic bluntness, demand in advance is blunt, because when taking the market mechanism into account and taking a common divisor of the society you will end up with Frans Bauer. The only thing we can do is being content with the fact that art is an elite matter; we just have to try and make it less elite. (L. Pot, Theaters Tilburg) Theatre accommodations are put in a position to artistically distinguish themselves in the market. To achieve this distinction B. van Mossel secretly dreams of the Leidse Schouwburg as a combination of a receptive and producing theatre accommodation to vouch for artistic quality. The dependency on artistic supply can thereby be diminished. He sees opportunities to adopt or to connect young theatre producers to the Leidse Schouwburg. He also can imagine to program a popconcert in the theatre accommodations or discover other outlandish adventures. A man full of visionary ideas with one goal: to let 500 people fly, preferably every night. Though innovation at the Flat-Floor Theatre (Vlakke-Vloertheater)* slowly reaches out of date. It is conspicuous that theatre accommodations are governed by, look who is talking, the generation that became popular at that time, B. van Mossel says, being in his mid-fifties as I suppose. I am aware of the fact that the new generation certainly deserves a chance. (B. van Mossel, Leidse Schouwburg) 
 
The biggest share of innovation and experimental theatre in the performing arts is taking place at festivals. (B. van Mossel, Leidse Schouwburg) Also C. van der Woude of Robeco sees the opportunities of artistic festivals. To transform art, or cast it in a mould of an experience. People do not just want to go to a single performance, they want to socialise, have something to eat and a glass of wine and in between enjoy a piece of performing arts. 

Take for example the Parade, I would not mind if it is called the Robeco-Parade. It is a better garnish of an event, it has the character of a folk festival that attracts more visitors and I can imagine that commercial companies can be approached much more easily for sponsorship. If the Parade say to the sponsor, we are closing the Parade for one night but  when you pay for it, is all yours, take your customers, clients or other stakeholders there. Then there is a win-win situation. (C. van der Woude, Robeco)
 

 
In this context it also is the question whether we can speak about a development of artistic bluntness or to what extent preferences changed towards the setting in which the performing arts are supplied. In this case the festival formula seems to be an attractive one by approaching sufficient groups of audiences and commercial companies as sponsors. Even though, as reality shows, festivals are facing difficulties in keeping and attracting exactly this group of stakeholders, such kind of a setting of performances attracts a bigger group of audiences.

7.3 Seducing the public 

Fluctuations in demand for theatre is a case of all times. Theatre never lost complete attention, as a matter of fact in the thirties, during the Great Depression, people massively visited the cinema and also the theatre. I remember when Television was introduced en masse, that every household purchased a Television and we thought, now it is done with the future of the theatre. But it proved that theatres offer an unique experience where people always are in want of this good. Just as they are in need of absorption and reflection, people embrace being entertained and to see their heroes in real life, in flesh and blood. (L. Pot, Theaters Tilburg).  

Cultural economists however have observed that the amount of visitors over the past decades has declined, a process that started in the 1950-ies and led to an elite formation of audiences. Due to the introduction of the Television and massive dispersion of audiovisual material specific groups of audiences stayed away (Knulst, 1989 in Bevers, 1993; 30). On the long term, as L. Pot has observed, the interest in theatre has decreased indeed whereas interest in dance has increased. Demand this way keeps balanced, however, there are too little prominent theatre makers at this moment as L. Pot states.
Most theatre accommodations are aware of the fact that people are postponing bigger investments such as buying a new car, rebuilding their kitchen or booking expensive holidays several times a year, as a consequence of the financial crisis. People who still are in position or are retires that are not confronted with a decline in their income have a larger disposable surplus when they postpones larger expenses. They possibly are inclined to go out for dinner or go the theatre more often. (C. Langeveld, Chassé Theater). But how can theatre accommodations adapt to this fact? Theatre accommodations are put in a position to offer a good alternative to larger expenses that are engaged in the same sphere of leisure and culture. Theaters Tilburg adapted to this fact by designing their marketing and the brochure in a way as if they offer their audience a holiday. Several destinations, familiar or unknown, or an adventurous trip, are outlined with an applicable choice of a composed program. Every bit helps, reacts L. Pot on their marketing campaign. As research showed, the purchasing power keeps stable for 2009, the public consequently might be the stakeholder that offers a stable factor of income, at least for this year, as A. Brits of the SNS REAAL Foundation is assuming. To seize this opportunity theatre accommodations should work at committing the public more intensively. 
 
The focus on reaching the public certainly has increased due to the current financial crisis. The notion of building up an ownership relationship with the public is indissolubly connected with it. It is a focus that the national government has in mind as well. Arjo Klamer is in favour of stimulating the valuable input the public and the third sphere can have as playing a significant role for the performing art sector. In this context the division between the public and maecenatism, the third sphere as elaborated on in theory, gets blurry when keeping in mind the objective to, not just financially, commit these two groups to a theatre accommodation in order to assure its existence in the future. Theatre accommodations at last are active agents in order to create public value as Holden (2006) claims. 
As John Holden claims, the public needs culture to make sense of their life in order to construct individual and collective identities. They want to participate and not just be seen as a walking wallet. Yet, cultural organizations focus on their funders, especially on the government. On the other hand, as to on the question which stakeholder the theatre accommodations value the most, the public is valued as undisputed number one and the government mostly comes in the second place. A serious threat that has been expressed is that of demographical changes in society. However, as Holden observes, cultural organizations react on these changes with supply-side solutions by adapting the program or ticket prices. (Holden, 2006; 40) The Leidse Schouwburg and Theaters Tilburg are experimenting with pricing by applying price differentiation. There is much to be learned from the marketing branch with regard to applying flexible pricing en masse and applying a demand curve. In the theatre world this technique is barely applied until now. 
 
However, several researchers such as Rick van der Ploeg and John Holden argue that it is important on focus of the demand side instead, on cultural education. ‘Increasing audiences for the future will depend as much and probably more on what happens in the education system (…) than on the pricing policies of (…) theatres.’(Holden, 2006; 40) In order to achieve this objective a much more structural and financial basis is needed. W. Snijder and H. Speetjens of the city government of Delft, criticize the cultural education system in the Netherlands. according to them it all remains too incidental and is not getting the attention as it should. In Spain philosophy is a regular subject at school. In the Netherlands it is a hopeless case to propose for. (W. Snijder, city government of Delft). Pietism, H. Speetjens calls it. However, to give an example in practise, Theaters Tilburg shot a pilot of a Television series for children in order to show them the magic world of the theatre with the purpose to attract a younger group of audiences and to raise a new generation of theatre goers and devotees. This approach proves that theatre accommodations themselves take their function, as being a cultural organization that serves the whole community, seriously. Not just the government is trying to focus on the demand side by stimulating cultural education, also the cultural sector itself contributes to it by taking care of their own future audience.

7.3.1 The third sphere 

Private patrons or maecenatism is a phenomenon that got more attention in the Dutch artistic field  over the past years, as Theo Schuyt observed (in Start, 2008). Engaged patrons show their appreciation through a gift or a (financial) contribution they make. Funding arrangement such as friend associations and foundations linked to a particular organization such as the Chassé Foundation are means to administer and commit individual benefactors. The implementation and efforts taken to boost the opportunities the third sphere is bearing vary amongst theatre accommodations. The Stadsschouwburg & Philharmonie Haarlem and the Chassé Theater Breda intensively focus on private patrons by appealing to their warm heart, their feeling for the accommodation and link this to special arrangements such as fiscal arrangements. The Stadsschouwburg & Philharmonie Haarlem wants to extend to commit the third sphere to the theatre accommodation. The fund recruiter is working on a method to attract private patrons to the theatre, despite the financial crisis, by introducing a special charge of access to the foundation. Theaters Tilburg on the other hand is more focussing on businesses. 

I think building up an ownership relationship with private patrons is more suitable for theatre companies than for theatre accommodations. As a theatre stage we offer a broad range of all kind of disciplines in the performing arts which makes it more difficult for these groups of stakeholders to associate themselves or to identify with a theatre accommodation. There is a family in Tilburg that is doing a lot of things in the third sphere. Though I see that as a coincidence. If they had been living closer to Breda they had shifted their interests to donating in art and culture to Breda. (L. Pot, Theaters Tilburg) 

This observation and opinion is in contradiction with the theory that refers to the fact that theatre accommodations are in an easier position to commit stakeholders to their organization due to their stable place of establishment. People more easily identify with an organization that is part of a city’s community, which exactly is the strategy of the Leidse Schouwburg. Even though the third sphere is not implemented in the Leidse Schouwburg as such, B. van Mossel certainly intends to commit private benefactors to the theatre accommodations, considering the fact that it is the oldest theatre accommodation in the Netherlands. He considers the foundation a club, a kind of a friend association, with the working title 1705 (the year the theatre accommodation opened its doors), a club of ambassadors, of people who are crazy about this theatre. The favour of return then is more focused on the artistic content. Many people embosomed the theatre, we are searching for ways to convert this commitment into cash. (B. van Mossel, Leidse Schouwburg) 
 
During the debate in de Unie, in the beginning of June, Dirk Noordman elaborated on the fact that it is the volunteers that, thus the third sphere, to a large extent support the arts and culture. C. van der Woude of Robeco immediately reacted on this fact that due to the growing rate of unemployment could offer more space for volunteering work in the cultural sector. He turned an unfavourable situation into an advantage for another party. During the debate this comment caused laughter. All the same, recession sounds serious and worries us, we all live in an above-average welfare-state where everybody can easily turn in something, especially time. As Klamer (2003) states, a gift also can be intangible, as in the form of time and attention and therefore volunteers can be considered to be an important part of the gift. But how to access to these people, the potential third sphere?



7.3.2 Marketing strategies

If I would come back in another life as a director of a performing art organization I would try to aspire for an optimum to sell my product in a market, to aim for continuity. You have to see the organization as a business enterprise. The combination of artist and entrepreneur is a match which is needed to meet the hard reality of life, of the market, of supply and demand and of competition. (A. Fluitman, PWC) 

Developing marketing strategies in order to draw more audiences has been a challenging aspect for theatre accommodations for several years. To reach a more younger public several techniques such as the network sites Hyves and Facebook have been or are intended to be installed. (Stadsschouwburg & Philharmonie Haarlem, Leidse Schouwburg). In Breda and Leiden the theatre accommodations are working with personal accounts on their internet sites where visitors are offered to design their own program arrangements. To stimulate groups banding, the Chassé Theater is planning to implement virtual communities. We try to stimulate loyalty in every possible way, for instance the feeling of bonding and being part of a community of similar interests. (C. Langeveld, Chassé Theater) 
  
Perhaps it is not a bad idea to have a look at the kitchen of the world of marketing and commercials. They have developed efficient recipes to rouse expectation within their target groups. Directors of performing arts organizations can apply these tools to draw attention of potential visitors that they are starting to be in want of art, basically to produce demand for their artistic products, to seduce them. In this context V. Koningsberger of the VSB Foundation comes up with an example of an American dance company. They are using a 2.0 application on their website where visitors of the website are put in the position to add own dancing steps and kind of a choreography to examples and parts of the dance productions. This is virtually communicated with the dancing company that at the end thanks them and asking the virtual visitor if he or she is interested to see them in real life once. If the answer is yes, they are figuring out if they are able to come to play in their neighbourhood under one condition. The interested virtual visitor is asked to organise a party afterwards the performance and invite as many people as possible. The dance company with this marketing approach gains a strong negotiating power when approaching several theatre accommodations to perform somewhere in the country. After all, they managed to attract a group of audiences in advance. Most respondents agree on the fact that the artistic field has enormous creative potential to invent strategies to attract and commit audiences, commercial companies and other stakeholders. Here again the external push to do so has definitely come.  


7.4 Cultural entrepreneurship in times of a financial crisis

How entrepreneurial will the four Dutch theatre accommodations, that I have interviewed, react? Will they proceed with their daily routine or already implemented strategies to prepare for economically more difficult times? Above findings can be connected with the notion of cultural entrepreneurship.
If the artistic world is thinking to permit themselves to sit on an elite artistic cloud and assuming that the world around them has to like and to consume it and that the commercial world has to be aware of their social and cultural responsibility and they has to support the performing arts. This is a risky attempt. (A. Fluitman, PWC)

PWC and Robeco underline the importance of a market orientated attitude of performing art organizations when they want to successfully approach a bigger group of audiences and approach commercial companies for sponsorship. Of the four theatre accommodations I have spoken to none is behaving or is measuring themselves an attitude as A. Fluitman is sketching. They are all ware of their cultural and economic potential and thinking of strategies how to position themselves stronger in a social, cultural and economic way as the previous subchapters reveals. Cultural entrepreneurship in theory comes generally down to an attitude. To make an appearance by stimulating participation and commitment with several stakeholders by approaching different techniques, being persuasive and opening up for a more market orientated approach. 
 
The entrepreneurial attitude of the theatre accommodations can best be measured in line with the three categories the Helicon Collaborative research has identified. These categories are attaining a proactive attitude, being informed and reacting in denial. (subchapter 4.6.1 Cultural entrepreneurship in the context of the financial crisis)

 
 Relying and judging on the interviews I have taken with the four selected theatre accommodations I got the impression that none of these organizations is reacting in denial. They all are well informed by what is going on in the outside world and started to operationalize as such. L. Pot of Theaters Tilburg even claims that withdrawing public funding would be a healthy incentive to stimulate cultural entrepreneurship. The Chassé Theater Breda, due to the financial crisis, instituted a hiring freeze and is postponing investments as renovations and maintenance. Furthermore he is researching a more efficient practice by investigating the possibilities in the field of integration. This proactive way of researching future possibilities is beneficial to the whole performing art sector when turning these ideas and findings into practice. Whereas C. Langeveld presents more practical solutions, B. van Mossel elaborates on a future position of theatre accommodations in the community in about ten years. Will seasons still exist? Shall we strengthen our position in the outside world by conquering the neighbourhoods, or is it a choice to cease with commercial performances and focus on high artistic programs solely? It is certainly possible that the function of a theatre accommodation will change, he says. An interesting sub question in this concern is to what extent these objectives are stimulated by the government or to what extent this is a process of correlation. However, considering the findings I suppose that such objectives are communicating vessels. 
 
When applying marketing techniques, one still uses pre-war flyers and brochures to inform the audience whereas there is so much creativity in the artistic field. (V. Koningsberger, VSB Foundation) Theatre accommodations themselves question the tenability of season brochures in the future. The internet certainly has become an appropriate source to focus attention on, for example by adopting similar applications as the American dance groups does, or by approaching a younger group of audiences through networking sites. On the other hand this all costs time and money, whilst that probably gets scarce now. 

7.5 Willingness of stakeholders to increase support to the performing arts 
Many respondents agree on the fact that the entrepreneurial attitude of a combination of artistic and businesslike leadership is an important aspect of weathering the storm of even severe effects of the financial crisis. When focussing on external aspects, I was interested whether stakeholders which are financially involved with funding might change their willingness to increasingly support the performing arts at the mercy of economic threats on the one hand and due to the exceptional values of culture on the other. Are they willing to do something extra? To reach out to support the performing arts even more?

7.5.1  Sponsors

The answers throughout consisted of an I doubt that commercial companies will increase sponsorship relationships. Social responsibility will not grow and they will always consider win-win situations, to what extent it will be useful for them. H. Speetjens of the city government of Delft even is assuming that major sponsors such as multinationals will reconsider policy in sponsoring. His colleague W. Snijder, though expects that perhaps some commercial companies will stop sponsoring culture whereas other industries will turn up which pursue new objectives with sponsoring. Maybe it will result in a closer relationship between the performing art organization and the commercial company where the social responsibility is prioritised. On the other hand L. Pot of Theaters Tilburg supposes that as long as commercial companies do not have the feeling that there is the urgency of survival they will not change their motives and willingness to sponsor performing art organizations. If you can demonstrate that it is a question of survival, then they might change motives to increase their social and cultural responsibility. But this is not the case at the moment. How do commercial companies react to this question? 

At this moment the willingness to increase support is not changing. A. Fluitman of PWC states in all sincerity that neither PWC nor the commercial industry in general is reasoning in the line that they have to increase sponsorship on account of the fact that performing art organizations are facing more economic difficult times and that they therefore have to take social responsibility to support them. Often commercial companies have become a victim of the financial crisis as well. Robeco is even decreasing its budget in sponsorship as elaborated on before. On the question as to what role the market should play in supporting the performing arts his clear answer is: it is not the role of the market to asks itself what they can mean for and offer to the performing arts but it is the role of the performing arts to reflect upon what they can do for the market. (C. van der Woude, Robeco) 

7.5.2 Foundations

The SNS REAAL Foundation managed to stabilize their donation budget for 2009 and probably can also work with the same budget of 18 million Euro in 2010. They stake a rising line of rising the budget every year while they set up the organization even though they have had the same budget at their disposal in 2006. On the question whether they are able to attend even more applications for subsidy, A. Brits answers that the organization as it is organised at the moment, can handle more applications. However, one has to be take care at that the organization stays flexible enough to cover all applications. If the wave of applications would rise immediately to 2500 a year instead of the current 1500, then they would be forced to sharpen criteria and choices. Maybe some sections have to be abandoned from the administered path or mission and they might be forced to situate the SNS REAAL Foundation in the market more sharply. Hence the definitive new policy direction has to be defined more precisely. V. Koningsberger is of opinion that it does not make any sense to support every project and organization at random. 

As a foundation you can declare to function as a safety net for all performing art organizations that  are not within the reach of structural public funding, but this does not seem the best strategy to position yourself at this moment. This would mean to increase the competition just to let it all happen. (V. Koningsberger, VSB Foundation)

 In the cultural field many organizations are put under pressure, so the VSB Foundation chose to focus on quality. As for the performing arts this means that we are interested in new productions, the new Toppers. I know, Toppers is a heavily burdened word in the performing arts, it sounds like shiny suits. We are still searching for the right word. These new ones, everyone calls them talents, I prefer to call them Toppers, the new Ivo van Hoves*, have proved themselves for over the last few years in several productionhouses and nationally. But who are these new Toppers? I cannot identify them as such. An interesting tendency, developed over the last years is that prominent theatre companies are taking charge of these artistic newcomers. Such as the theatre company Orkater, a nationally known theatre company, that is capable of selecting the real newcomers and taking charge of them by supporting them with facilities and publicity to establish their name. This is comparable with the intention of B. van Mossel to adopt young theatre producers.  

Experimental, new art forms are an example of vulnerable artistic supply. At the moment that they are focused and addressed on a group of audiences, on the public we are certainly interested to financially support this supply. It again matches with our mission. But when this supply is purely focused on the experiment, unfortunately there is no margin to support them at the moment.  (V. Koningsberger, VSB Foundation). 

However, the SNS REAAL Foundation already focussed on this supply. These are facets they are captivated of. Innovation, development of talent and education. This already is an area that attracts our attention and it is in line with our mission. (A. Brits, SNS REAAL Foundation) When cultural organizations are struggling with a particular problem the SNS REAAL Foundation helps to find a solution. Before the loss of capital the VSB Foundation provided different courses, such as in cultural entrepreneurship and diversity. At the moment though the foundation is not in the position yet to pick up these activities. They focus on their core-business to fix the basics. However, V. Koningsberger can imagine that the VSB Foundation will implement these activities again in the future to support cultural organizations not only financially but also help them to professionalize. 

V. Koningsberger is of opinion that, not alone in the context of the financial crisis, but in general, private foundations as a social organization with a social mission are changing and rethinking their position in the cultural field. Established on the original principal of charity, the notion ‘I like to give something back to society’, V. Koningsberger doubts this is still the case in the twenty-first century, if you are still doing good. Furthermore, the field is evolving, it gets more entrepreneurial. What is the optimal position of a cultural foundation? We are an organization in need of help as well. We need an equilibrated artistic supply as well to meet our mission, the only thing we have is the money. Keeping this correlation in mind, the way to come together with cultural organizations is changing. This development and change in mentality and thinking about positioning  has entered a transitional phase. This has, however, not resulted yet in real policy changes and actions. This aspect also is discussed with other cultural foundations. On the question to what extent the private foundations are planning to change the strategy of investment both foundations cannot answer this question explicitly. The private foundations I have spoken with both are lined in the purse by another investment fund that manage and administer the investments. V. Koningsberger expects that the strategy will be scrutinized. There are no plans, however, to extend the strategy to generate more income such as by implementing funds on name of due to collections.

7.6 Reflection 

Theatre accommodations and stakeholders that are involved with funding not just see threats due to the financial crisis but also opportunities. The external push to turn ideas into action has come. Instead of summarizing the opportunities mentioned by the respondents, I want to end this chapter with a statement by an executive director of a multi-disciplinary arts centre in the Pacific North west region of the United States of America from the Helicon Collaborative research. 

‘The severity of this crisis offers us the opportunity to do the hard thinking that we have been avoiding: What kind of cultural community do we want? More important, what kind of cultural community can we truly afford? Should everything survive just because it has been here for a while? How are artists and arts groups really contributing to the lives of our residents? Are we relevant? Let’s not waste this chance to ask ourselves the scary questions. That way, we may be able to choose our future, rather than having a Darwinian outcome thrust upon us.’ (Helicon Collaborative, 2009; 13)


Conclusions

Are all things of value defenceless, as Lucebert asserts? Are the performing arts falling victim to the economic downfall of the current financial crisis? The performing arts are put in an economically vulnerable  position, so I assumed when I started writing this paper. Theoretical research indeed pointed into this direction. The performing arts are dependent on external financial support due to market failure. Next to that the performing arts are identified as being a luxury good. To juxtapose the situation with comparable industries such as the catering industry and the travel industry, sectors that already faced decline in turnover, the presumption that ticket box revenue will decline goes without saying. The financial crisis, already lasting for two years now, is certainly effecting the Dutch economy. Banks went bankrupt or got nationalized, the heavy industry is put in a difficult position and with it already thousands of people got unemployed. The financial crisis is even identified as the Great Depression of the 21st century. However, in comparison with the Great Depression during the 1930-ies we do not experience such a drastic economic downfall (yet). The Great Depression lasted for approximately 12 years and unemployment rate rose to 25 percent. The deep economic downfall of the Great Depression and the subsequent World War II, heralded in a time of great change in the system of funding where art and culture in the Netherlands was implemented as a means to rebuild social morals and values. Whereas before the Great Depression, the maecenases were the biggest patron of the performing arts in the Netherlands, after World War II the government implemented public funding of the performing arts in cultural policy and a new funding arrangement arose from that. Regarding the current financial crisis, we are in the midst of something. However, whether this financial crisis will become so severe, that a systematic change in the present funding arrangements will take place, is a hypothetical question and cannot answered at this moment. But it is reasonable to state that the extent of severity of the current financial crisis will also determine the extent of change in the system of funding. Nowadays, performing art organisations deal with a complex funding system, as the market and the third sphere gained importance in generating additional income. The shifting towards other stakeholders of interest within the current structure already indicates a change. To what extent can these changes be connected with the current financial crisis? Does the Dutch performing art sector already feel the consequences of the current financial crisis? 

It seems that the financial crisis is raging on the stages of the world but has not severely entered the stages of the performing arts. Yet, this is somewhat surprising considering the fact that the financial crisis is already lasting for two years now. No severe decline in income from any stakeholder that is financially involved has been identified yet. The pre-sale of tickets for the season 2009/2010 of theatre accommodations showed a light decline, although ticket box revenue might reduce with delay. Even when the audience is still willing to attend the performing arts, it can be presumed that unemployment and/or decrease in income will have an effect on their pattern of expenses with the possible consequence that they cannot afford attending artistic performances anymore. 

Effects on income from the commercial market reach much further. Already sponsors are seen to withdraw from funding and income from business rental declines. This is not surprising considering that the economic market is a dynamic system that the financial crisis directly leaves a mark upon. Often commercial companies are hit already. The concern with regard to withdrawing sponsors is high, especially when it comes to the renewal of sponsorship relations and the commitment to new initiatives. Effects will be seen in the near future when currently running contracts are expiring. Commercial companies make a distinction between their must-haves and nice-to-haves, they clearly choose for the first ones. One major outcome of this research then is that the financial crisis has a delayed effect on the cultural sector economically and that in all probability effects will show from 2010 onwards. In this context I can conclude that I conducted this research too early in order to reveal effects and measures of the financial crisis on the Dutch performing art sector. 

Yet, it cannot be precluded that the Dutch performing art sector will feel negative consequences on account of the financial crisis. In this context several threats about the economic well being of performing art organizations have been expressed. Whereas in the theory I elaborated on withdrawal in sponsorship as a big threat that performing arts organizations have to deal with, during the writing of this paper and after the interviews with theatre accommodations and stakeholders, the degree of severity shifted to the government and city government. Whereas, owing to withdrawal in funding by sponsors and private cultural foundations, especially additional projects get in straitened circumstances, cutbacks in public funding has much further reaching consequences and the survival of several performing art organizations is even threatened, because the government is the biggest patron of the performing arts.
 
Government resources are not inexhaustible and slowly but surely the public purse is reaching a limit due to major cash injections into the economy. This might consequently be at the expense of other budgets, such as public funding. An extra dimension of concern has been expressed regarding the new policy, the matching fund agreement as proposed by Ronald Plasterk, Minster of Education, Culture and Science in 2007. This agreement is meant to be a stimulus, aiming at a more market orientated attitude by the cultural sector in general. Unfortunately the financial crisis entered the economic world and the matching fund agreement turned into a threat for performing art organizations. Concern is expressed that the matching fund agreement might not be feasible in the current economic situation and that it might be counter-productive. Especially cultural organizations that have acted entrepreneurial over the last years in generating a big share of their income from private funding, will not stand a chance. 

 
To carry forward this line, possible reductions in public funding by city governments and the implementation of the matching fund agreement also affect the mutual relationship between performing art organizations. Whereas some, more experimentally performing art producing companies might be cut back on their public funding, theatre accommodations adapt their program by programming more commercial performances. This leads to a friction in production and distribution. Concluding from this, the group most threatened in its existence within the performing arts is the innovating, experimental art form that is less demanded for *. On the question what decreasing funding and the cutbacks will cost us in the long run, the answer could be: it might cost us artistic innovation, the breeding ground that is needed to build upon. This might cause an artistic stagnation as an apprehended artistic bluntness is increasing. 
 
Furthermore, also the voice of the people gains importance in this context. A national survey, conducted by ‘21 Minuten’, showed that 31 percent of the respondents would agree with a cutback in public funding in art and culture. It can be assumed that  the severity of the financial crisis will sharpen the question of legitimation of public funding. So, it can therefore be considered to play a decisive role as to what extent the financial crisis will lead to a systematic change in funding arrangements of the performing arts. 

The presented threats of the financial crisis on the Dutch performing art sector give indications that the performing art sector should prepare itself for structural adjustments. This crisis is in many regards a wake up call, a chance for change in operating and thinking. When titling this thesis ‘Facing the storm’, regarding to its threats to the Dutch performing art sector, a slightly adjusted delineation would be: Preparing for the storm. Carefully I put the stakeholders in the three spheres to the question whether they might be willing and able to even increase support to the Dutch performing art sector. Robeco and PWC as well as other respondents doubt that this will happen. It is not a question of survival, thus the necessity to do so has not come (yet). Willingness not automatically leads to the ability to increase support where foremost a shortage of financial means is at stake. Money makes the world go round, so the cultural sector is bound to operate in this system as well. Surely some cultural organizations will fall victim to the financial crisis. They should however also see the opportunities the storm brings with it. The external push to tackle the challenges the financial crisis brings along, is at the same time seen, by the respondents, as offering an opportunity. It can be concluded that most stakeholders that are involved with funding can be seen as a threat rather than bearing opportunities in stabilizing or even increasing funding. It then boils down to the inner power and strength of performing art organizations themselves. 

In this context it depends on their entrepreneurial attitude whether and how performing art organizations will react and able to adjust to the situation. Reflection on the position the performing arts want to have in society and the appertaining preferred structural funding arrangements are both part of change and show a pro-active attitude in dealing with the financial crisis. However, the new policy pursues and indicates an already initiated trend: structural funding arrangements were changing already. The attitude to increasingly approach the market and/or the third sphere found a response in the Chassé Theater and Theaters Tilburg. They think that cutbacks in public funding do not need to be considered a threat but a healthy incentive to apply a more entrepreneurial attitude. In this context the financial crisis can be seen as a determinator of the rapidity and the direction of an already initiated trend towards structural change in current funding arrangements.  

As the threat is expressed that the government and commercial companies are withdrawing funding, then certainly it is necessary to put energy in the group of stakeholders that creates the largest opportunity. Whereas I can conclude from the findings that sponsorship is currently put on a back burner, ultimately, success is based on demand, in focusing attention on the audience and the third sphere. The categorization of the public and the third sphere in this context gets blurry, when the objective is to commit people to a cultural organization, to approach their time and attention as a paying visitor and their warm feeling and dedication as a maecenas. Eventually this might result in certain groups that are willing to do more, to donate, being envoys or helping out as volunteers. As this research reveals, all signals indeed point into the direction of an increased focus on the third sphere and the public and the willingness of theatre accommodations to commit the people to the organization. At last, it is the audience for whom performing art organizations are producing. Furthermore, when increasingly a larger group of audiences is attracted also loss of other sources of income can be compensated due to raised income from ticket sale and the third sphere. By then the discussion of legitimising public funding will also decrease. When performing art organizations manage to increase the number of audiences, it can become more attractive for commercial companies to commit to sponsorship in order to nurture their image. In this way performing art organizations are less dependent on public funding and can strengthen their position in society. 

However, at the moment we cannot imagine a cultural sector that does not lean on public funding. Even though it will not happen abruptly, the sector will be forced to make stricter choices. Is the argumentation based on the soft valuation of the performing arts still justifiable and desirable? Will the government forever be the dominant patron of the performing arts? Or has the time come to reconsider the system of funding arrangements, especially in the realm of the discussion of the legitimation of public funding? The government should reconsider its objectives regarding culture; what does it want to achieve? Is a policy and valuation that is primarily focused on social and instrumental values still feasible? In the past sixty years also society itself changed. Conformity changed into plurality in different forms such as in the combination of the populations and in plural preferences. Audiences in the arts are described to have converted into cultural omnivores. This development is reflected in the demand for the performing arts. Theatre accommodations themselves are questioning their current economic and societal position as well. Such as to what extent spread funding and what stakeholder to focus on. In order to increase income from the market and the third sphere it seems reasonable to focus on more commercial artistic supply to meet the preferences of the audience. On the other hand, theatre accommodations certainly are in favor of high artistic quality and more innovating and experimental art. B. van Mossel of the Leidse Schouwburg states that theatre accommodations should preferably specialize in this kind of artistic supply in order to distinguish themselves, in artistic supply by, for example, adopting young, upcoming performing arts producers. However, the question remains how to position and sell this supply in the society. Proposals introduced in this context are to modernize and more aggressively convey marketing strategies or to move into the neighborhoods in order to achieve a broader social ground basis. More practical solutions to deal with the financial crisis that are recommended, are to focus on and strengthen integration of working procedures in associations and to increasingly build up joint initiatives. Costs can be shared and reduced this way and efficiency improved. The financial crisis in this context brings along the external push to experiment and build up such joint initiatives.  

The wake up call to rethink and prepare for the big storm, for severe consequences that the financial crisis might bring along certainly has come. A different attitude and approach socially and economically might naturally lead to another funding arrangement. One that is more appropriate to fit the challenges of the 21st century. This research leads to the conclusion that something is going to happen that will result in a structural change in the cultural world. However, the extent of change will be determined by the severity of this financial crisis. Are all things of value defenceless? No, the cultural sector is full of creative minds, as the respondents agree on. It will find ways to adjust and even get stronger through this crisis. Even though some cultural organizations will fall victim to the financial crisis, new structural things will develop that are needed to proceed and to build upon. The wind of change is blowing.
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* Note: Rick van der Ploeg is in this paper not just referred to as the minister of culture in the Netherlands, but also as a respected cultural economist.


�	 Creative destruction: in Joseph Schumpeters vision the process of the innovative entrance of entrepreneurs to sustain economic growth, even the value of established companies is destroyed.  


* the Flat-Floor theatre is a playing area on the same level as the first row of the audience (van Maanen,1998, 182)


* Ivo van Hove is a prominent Flamish/ Dutch producer of theatre performances. Since 2001 Ivo van Hove is director of the Toneelgroep Amsterdam


* Definition experimental art: ‘An imprecise term applied to art that is concerned with exploring new ideas and/or technology. (…) ‘experimental’ usually suggests a(n) explicit desire to extend the boundaries of the art in terms of materials or techniques.’ (A Dictionary of Twentieth-Century Art, 1999)
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