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Additional Praise for
 Performing Arts Management: A Handbook of Professional Practices

“This book presents clear, succinct explanations of key topics necessary for performing arts leaders to understand, all delivered firsthand from some of this country’s most knowledgeable experts in the field.”

—Todd Haimes, Artistic Director, Roundabout Theatre Company

‘This is a very comprehensive and clear presentation of the many aspects of performing arts management and best practices. It will pro vide an extremely useful tooi for professionals in the field at all levels.”

—Katherine E. Brown, Chief Operating Officer, WNYC Radio

“Performing Arts Management: A Handbook of Professional Practices delivers exactly what the title suggests and more. The interviews and resources utilized throughout capitalize on the authors’ own connections to the arts management field, and pro vide real-world models that both current and future arts managers will no doubt find invaluable. Specifically, Chapter Eight: Performing Arts Education, clearly outlines the relationship possible between arts organizations and schools, and underlines the immense rewards both will experience when a well planned and executed Arts Education program is put in place. Performing Arts Education is an important component of many organizations’ missions, and the practices discussed in this book pro vide more than a jumping off point for any manager charged with either creating or refining his or her organization’s education programs.”

—Sarah Stevens, Manager of Education Programs, The Chamber Music Society of Lincoln Center

“Chapter Two: Mission, Vision, and Strategy, is a terrific resource for the budding arts manager as well as for those of us with many years in the field. There are many golden nuggets of advice scattered through the text, and the case studies add immeasurable value. The authors’ presentation is savvy, well-organized, and clear, with a dual perspective that reflects their estimable track record of both running arts organizations and teaching and mentoring hundreds of arts managers-in-the-making.”

—Jonathan Hollander, Artistic Director, Battery Dance Company

“Performing Arts Management: A Handbook of Professional Practices offers a comprehensive and wide-ranging overview of our industry. A great resource not only for students, young professionals, and artists wanting to establish their own company, but an invaluable refresher course for the experienced manager. In Chapter Two: Mission, Vision, and Strategy, the authors provide specific examples from leading performing arts institutions in this country about how to create and maintain a mission and vision for an organization, along with the strategy and planning needed to implement it. The discussion questions at the end of each section are ideal to ignite conversation amongst colleagues, whether it be in a classroom or boardroom setting.”

—Margo Saulnier, Assistant Director of Artistic Planning for the Boston Pops,

Boston Symphony Orchestra, Inc.
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PREFACE



Performing Arts Management: A Handbook of Professional Practices presents the wisdom and expertise of over 150 performing arts management professionals. Practicing managers and students alike will find hundreds of examples of practical ways to approach and solve problems within the workplace. Through in-depth interviews with leaders in producing and presenting organizations throughout the United States, we explore, ask, and answer many of the questions that are facing managers in nonprofit and commercial organizations, including:

•	How do mission, vision, and strategy merge?

• What is the difference between management and leadership?

• What is the IRS two-part test for determining whether a nonprofit organization is meeting the operational test?

• How does a commercial producer get investors for a Broadway production?

• How is a budget created?

• What are the major components of a fundraising plan?

• How do you approach a major donor for a gift?

• What is marketing? How does marketing the arts differ from conventional product marketing?

• How can assessment of student learning shape the performing arts education program structure and delivery?

• What is the process for negotiating a collectively bargained agreement?

• How can the road market for a potential tour be determined?

• How do facility managers protect against theft?

• What are the “unspoken rules” of an organization, and how do you go about learning them?

This book contains twelve chapters. Within each chapter, professionals provide working examples of successful business and communications processes, as well as model documents. At the end of each chapter, you will find resource lists of Web sites, books, and articles that pertain to the particular subject matter being discussed.

In chapter 1, “Organizational Structures and Managerial Positions,” we explore the nonprofit and commercial performing arts management sectors, focusing on the differences and similarities between the sectors, as well as their organizational types, structures, and managerial positions.

Chapter 2, “Mission, Vision, and Strategy,” investigates the roles of the board, management, artists, and artistic managerial team in executing the mission and vision of the organization; the distinction between management and leadership; and the process of strategic planning in achieving vision through the setting of mission-oriented goals.

In chapter 3, “Nonprofit Formation and Legal Considerations,” we examine the process of nonprofit formation and tax-exempt status. We also study other important legal considerations, such as the fiduciary and legal duties of the board of directors, insurance policies, nonprofit corporate tax obligations, excessive salaries and benefits, the extent to which nonprofit organizations can form joint ventures and partnerships, the degree to which they can lobby, and the federal laws concerning fundraising activities.

Chapter 4, “Commercial Producing,” details the specific types of commercial productions (Broadway, Off-Broadway, and touring productions) as well as outlining the process of producing a commercial production.

Chapter 5, “Financial Management,” explores basic accounting terms and procedures, budget types, the creation of budgets by estimating revenue and expenses, and the management of the budget creation process in commercial and nonprofit organizations. We will also address other administrative responsibilities of the financial manager, such as the creation and management of information systems; the purchase of insurance; the administration of payroll and taxes; the production of accurate financial reports; the management of financial audits; and the ensuring of accountability to make sure that the company acts in a financially responsible way

Chapters 6 and 7 discuss contributed income and revenue from ticket sales. Chapter 6, “Developing a Funding Base,” reveals the ways in which nonprofit performing arts organizations raise contributions from individuals and institutions (corporations, foundations, and the government). In chapter 7, “strategics for Selling Tickets,” we focus on marketing and publicity, outlining the strategics and processes used to sell tickets.

Chapter 8, “Performing Arts Education,” focuses on presenting and producing organizations that use both the performance itself and performance-related education programs to make curricular connections with public schools—from prekindergarten through the twelfth grade.

In chapter 9, “Labor Relations,” we explore contract creation, labor law, unions, multi-employer collective bargaining groups, the process of collective bargaining, and human resources in the workplace.

Chapter 10, “Touring Productions,” examines the creation, booking, and presentation of touring productions, as well as different types of touring productions.

Chapter 11, “Facility Management,” discusses the role of the facility manager and examines the various operational duties in producing, presenting, and rental facilities that comprise this vital position.

And finally, chapter 12, “Career Development strategics: The Role of the Internship,” explores the role of the internship from two significant points of view: the employer’s and the student’s. Managers in the field, as well as students, discuss utilizing the internship as a career development strategy; finding the right internship; and structuring a successful internship—as well as creating and maintaining the status and value of the internship through ongoing recognition, training, evaluation, and mentorship.


 
 
 

CHAPTER ONE



Organizational Structures and Managerial Positions

Performing arts managers lead and manage theaters, symphony orchestras, performing arts centers, opera companies, dance and ballet companies, festivals, and everything in between. Some managers produce or present performing arts events as nonprofit organizations, while others have selected the for-profit model. A nonprofit organization is defined by its public purpose; if an organization is created to serve the public, that organization is eligible for nonprofit tax-exempt status from the federal government, exempting it from the bulk of taxes.1 The for-profit, or commercial, model does not need to serve a public purpose (although it may), but focuses on earning profit (income exceeding expenses) as its main goal. The nonprofit organization cannot have a profit-making purpose and must put all money earned over expenses back into the organization to serve its public purpose.

In this chapter, we will explore the nonprofit and commercial performing arts management sectors, focusing on the differences and similarities between the sectors, as well as their organizational types, organizational structures, and managerial positions. Managers from both sectors comment on the ways in which the differences are becoming less evident, and the extent to which the sectors, as well as organizations within the sectors, are working together.2

In the next section, we will discuss the differences and similarities between the nonprofit and commercial performing arts sectors concerning goals, artistic process, legal structures and governance, and budgeting methods.

GOALS

Nonprofit organizational goals are defined by the mission, which is the public purpose of the organization.3 The mission is the guiding principle of the organization. A goal is the desired result that an organization strives to attain. The mission of the organization can encompass a number of goals, including: producing or programming performances or series of performances as an ongoing concern; creating educational activities, ranging from professional training to exploration of the arts; creating programs for local schools, seniors, and patrons; and raising money to support the renovation of existing facilities, construction of a new facility, and ongoing operational support. Each of these goals serves the mission of the nonprofit organization.

As part of their mission, nonprofit theater organizations, such as Ford’s Theatre in Washington, D.C., and the Guthrie Theater in Minneapolis, Minnesota, produce plays to serve the community. Nonprofit dance and ballet companies, such as the Bill T. Jones/Arnie Zane Dance Company and the San Francisco Ballet serve their respective missions through activities such as producing New York premieres for the Lincoln Center Festival (a festival presented by the Lincoln Center for the Performing Arts). All of these organizations are nonprofit organizations.

Additionally, the Guthrie Theater, Ford’s Theatre, the Bill T. Jones/Arnie Zane Dance Company, and the San Francisco Ballet are producing organizations. They create or produce their own productions from scratch; they select the piece to be performed, as well as the performers (dancers, actors, musicians, singers), designers, composers, directors, choreographers, and so forth. They create and rehearse the physical production. A producing organization will then perform the play, dance, or opera in one of its venues or in a venue it rents for that particular show for a specified run.4

In contrast, the Lincoln Center for the Performing Arts is a nonprofit presenting organization. “Presenting organizations purchase a series of prepackaged [preproduced] events (both commercial and nonprofit) to appear before their local communities for a specified run. Events are ‘purchased’ directly or indirectly through a booking agent; the booking agent sells an attraction to a presenter and negotiates the terms of the engagement. Presenters pay the costs needed to present the show, including performance fees, transportation, freight, hotel, etc. Presenters typically do not directly pay any costs associated with the creation of the production (e.g., design fees, scenery construction, rehearsal costs).”5 The Brooklyn Academy of Music in Brooklyn, New York; Playhouse Square Center in Cleveland, Ohio; and Ruth Eckerd Hall in Clearwater, Florida, are examples of nonprofit presenting organizations. Some nonprofit presenting organizations also produce work, and some nonprofit producing organizations may present performances.

Commercial producers organize the project (known as the “property”), find investors who put up the money for it, and either manage the project or, most frequently, hire a general manager to manage it. Commercial productions have very different goals from nonprofit organizations. “A commercial production’s primary intent is to return a profit to its investors [individuals who invest money into a production, who expect to have their investment returned],” states Harold Wolpert, managing director of the Roundabout Theatre Company, a nonprofit producing theater. “It’s not just to put a show on that people will like. It’s to put a show on that actually will make money back for the people who put money in.”6 Tom Proehl, executive director of the Minnesota State Arts Board and former managing director of the Guthrie Theater, elaborates, “The commercial theater’s main purpose is to make money through the exploitation of a single property (play or musical). The production is supported and funded by investors, and investors are generally looking for a return on their investment. For instance, if a play gets awful reviews on Broadway, and tickets are not selling, the investors will generally close the show to cut their losses. However, if it is a hit, the show will run for as long as possible in order to return the highest profit to the investors.” Proehl notes that investors in the long-running commercial productions of Cats, Wicked, and The Phantom of the Opera have received a huge return on their original investment.7 Sean Patrick Flahaven, managing director of the Melting Pot Theatre, a small Off-Broadway nonprofit producing theater, adds: “The goals of the commercial venture are to first pay back its investors, then make a profit, and then make something with artistic integrity.”8

Commercial producer Tom Viertel (Hairspray, The Producers) illustrates the difference between nonprofit and commercial theater: “Commercial theater requires productions to make a profit, to actually have the shows work out economically so that the show standing by itself is a successful, profitable entity, rather than the theater as a whole being a profitable entity. I work on both sides of the fence, because I’m the chairman of the board at the Eugene O’Neill Theater, which is a nonprofit theater in Connecticut. At the O’Neill, the theater’s budget encompasses a lot of different activities, including production workshops and the school that we run. Every budget for a nonprofit theater has a lot of elements to it; income from ticket sales is one element of the budget, but it’s only one part of how a nonprofit theater stays alive. It’s also funded to a significant extent by contributions from individuals, foundations, and the government. In commercial theater, ticket income for a show has to stand on its own. As a commercial producer, each of the shows that I do represents a significant set of potential income streams for me, and so as an economic matter, I need to make sure that each of those shows is successful in terms of ticket sales. From a nonprofit theater’s point of view, it expects to put on a season, and it knows that the shows in that season will come to an end. (The shows have to come to an end, or the theater won’t have a place to put the next show in.) The purpose of a nonprofit theater is to produce a range of shows in order to satisfy a subscription audience that is expecting anywhere from five to eleven or twelve productions in the course of a year. In those circumstances, you approach each production with a great deal less desperation about the individual production. You’re more concerned with making sure that it moves along through the production process, so that it can have its time in the theater, and then the next show can take its place. That’s a completely different mindset from a commercial producer, who tends to approach individual shows as if they were life-and-death matters, because if these projects don’t work, the shows are quickly out of business. If the production isn’t successful, it represents no opportunity for a continuing sustained income at all, and the commercial producer has to start over with a new show.”9

So when Richard Frankel Productions, a commercial producer, produces a successful show and makes money from one of its properties—such as The Producers or Hairspray—it will distribute this money to its investors, first as repayment of their investment, and then as profit. The producers will receive part of the profit once the investors are paid back. In contrast, while nonprofit organizations can earn a profit (called a “surplus”), they must reinvest the surplus into the organization to support their nonprofit activities, such as producing opera or presenting performances. No individual in a nonprofit organization may benefit directly from the profits of the organization.

Another way for a producer to earn a profit is to tour a production. (A tour is a production that moves from one location to another.) If a producer chooses to tour a commercial attraction, he will engage a for-profit booking and touring company, such as On the Road, to create a profitable tour for the play or event. The booking and touring organization will book the event in theaters throughout the country by working with presenting organizations to present the tour. As both the commercial producer and for-profit booking and touring company are organized to make a profit, their participating principals (e.g., producers and investors) are allowed to benefit. Also, some presenters operate as for-profit entities; these commercial presenters program or book a series of events or a season to make a profit. If a commercial presenter, such as the Fox Theatre in St. Louis, Missouri, makes a profit, the presenter will keep that profit. However, as noted previously, if a nonprofit presenter makes money on the touring event, the profits must be redistributed within the organization to fund presenting activities.

CLASSROOM DISCUSSION

How are nonprofit goals defined? What are some examples of nonprofit goals?

What is a nonprofit presenting organization? Give some examples.

What is a nonprofit producing organization? Give some examples.

If a nonprofit organization earns a profit, what must it do?

What is the goal of a for-profit performing arts organization?

What are investors?

What is the role of a commercial producer?

What is the role of a commercial booking and touring organization?

How does a commercial presenter differ from a nonprofit presenter?

THE ARTISTIC PROCESS

Nonprofit producing and presenting organizations have an artistic process that corresponds to the mission or purpose of their organizations. As an example, let’s examine Playhouse Square Center’s mission to “present and produce a wide variety of quality performing arts, advance the arts in education, and create a theatre district that is a superior location for entertainment, business, and housing, thereby strengthening the economic vitality of the region.”10 In executing this mission, the organization “seeks [to program] the highest quality of offerings available.”11 According to Gina Vernaci, vice president of theatricals for Playhouse Square Center, “The programming process begins with figuring out what the needs of the resident companies are. Resident companies (for us, the Great Lakes Theater Festival, DANCECleveland, Cuyahoga Community College, and Opera Cleveland) have a permanent performing status with the presenter and appear at the venue every year.” Once the resident companies have selected their performance dates, Vernaci books the rest of the season by speaking to various booking agents within the industry. “We have an obligation to our community to bring in the very best. Booking the very best artists sends a message of how you value the patron and how your organization is viewed in the industry”12 As we discussed earlier, the mission or the goal of the nonprofit organization must have a public purpose. In the case of nonprofit presenters and producers, the artistic process must engage the public or the community. For Vernaci, servicing the resident companies and booking artists of the highest quality is the method by which she serves and values her community.

Another example of a nonprofit presenting organization with a strong mission and artistic process is the Brooklyn Academy of Music (BAM). BAM’s mission is “to be the globally acknowledged, preeminent progressive performing and cinema arts center of the 21st century.”13 Joseph V. Melillo, executive producer, states, “The programming process at BAM serves its public purpose by animating its venues with an artistic menu of local and global performances that advances our understanding of the performing arts within a contemporary context.”14 General manager Patrick Scully reports that “our programming office puts together a season that has the different disciplines represented. We have a mix of new artists, as well as artists that we’ve presented over the years.”15

A nonprofit producing organization’s artistic season of plays must also reflect the mission of the organization. Harold Wolpert emphasizes that “each season typically starts from reflecting on the theater’s mission and working within the mission. ‘The mission of Roundabout Theatre Company is to team great theatrical works with the industry’s finest artists in an effort to reenergize classic plays and musicals. Develop and produce new works by today’s great writers and composers. Provide educational programs that will enrich the lives of children and adults. Retain a loyal audience through a commitment to the subscription model.’16 You start there first. As an example, our view of ‘classic plays’ means that we produce post-Shakespearean plays, typically those written in the last two hundred years or so.”17

Wolpert continues, “When you select your season of plays, you must have a balance. There’s often a balancing act between what an artistic director wants to do and what a theater can afford to do. Sometimes a theater can get special funding to do a play that the artistic director really wants to do and feels passionate about, and sometimes we have to say, ‘We really can’t do this play’ At that point, we need to go back to the drawing board.”18 Scully makes a similar point: “My area is constantly making budgets based on the executive producer’s selection of programs. We occasionally lose programs that we’re all really excited about because we are just not able to come up with a deficit that we can support in the context of the season.”19 The artistic process in a nonprofit organization must support the mission of the organization, but also fit within the budget.

Although commercial producers and presenters do not have a mission to support, they must also keep the balancing act between artistic process and budget in mind. As mentioned previously, commercial producers and presenters find products that will make money for their investors. (Specifically, commercial producers generally produce one event for the purposes of making a profit; commercial presenters program or book a series of events or a season to make a profit.) Alison Spiriti, vice president of programming at Live Nation, describes the process of presenting commercially in Live Nation’s venues: “We construct a season that makes sense aesthetically, as well as financially Our goal is to increase our subscription base and advance ticket sales, thus mitigating our risk on any deal. There needs to be a balance of expensive blockbuster musicals, such as Wicked and The Phantom of the Opera; midsize musicals, such as Hairspray; less expensive musicals, such as STOMP; and plays, like Doubt. I also try to program based on what the market dictates, as well as the current economic climate.”20

As commercial presenters and producers have a goal of recouping (earning back) their investment on a show and earning a profit, taking artistic risks is not a likely option. Nonprofit organizations, on the other hand, are more likely to take artistic risks, such as producing or presenting a premiere of a new work. However, nonprofit organizations and commercial producers or presenters commonly work together to develop new projects. For example, Alexander Fraser, a freelance executive producer, notes that “new work is almost exclusively developed in the nonprofit sector, but the norm today is a partnership between commercial and nonprofit producing organizations. Nonprofit organizations have funded play and musical development programs, encouraging new work with commissions, readings, and workshops.21 The producer tops off the budget with enhancement funds, which have become a major part of the nonprofit theater’s bottom line [income]. In return, the artists get a full production with plenty of audience reaction.”22

CLASSROOM DISCUSSION

Why must the nonprofit organization’s artistic programming support its mission?

When programming or presenting a season, what must the nonprofit programmer or artistic director keep in mind? 

When booking a season, what must the commercial presenter keep in mind?

LEGAL STRUCTURES AND GOVERNANCE

Nonprofit organizations are structured as corporations. The corporate status is granted by the state government, and the tax-exempt status is a federal designation, which is approved in turn by the state. (See chapter 3 for a more detailed discussion.)

As part of their incorporation, nonprofit organizations are governed by a board of directors (or trustees), who are usually volunteers and don’t receive compensation (although they may). The board’s main role is to make sure that the mission of the organization is carried out and that the finances and resources of the organization are used for their originally stated public purpose. According to Tom Proehl, “Board members are responsible for the general oversight of the management of the institution. They also raise money to support the institution and its programs, and serve as a representative or ambassador of the organization in the community.”23 James Patrick, executive director of the Warner Theatre, explains that the board is responsible for hiring the executive director or chief executive officer of the institution, for creating the committee structure (smaller groups of board members with a specific focus, e.g., nominating committee, fundraising committee, marketing committee, finance committee, audit committee), and f or establishing the executive committee, which is usually comprised of all of the chairs of the subcommittees.24 Board members may be appointed by a nominating or governance committee of the board.25

Although the board of directors is responsible for the general oversight of the organization, it should not have an active role in the day-to-day operations.26 Sean Patrick Flahaven agrees, emphasizing that, although the board has a legal duty to make sure that the organization has a budget and stays on course, it “should not be picking your sea-son or be involved with the day-to-day running of the organization.”27

For-profit ventures may be structured as corporations, limited partnerships, or limited liability companies. (For a more detailed discussion of for-profit legal structures, see chapter 4.) As in nonprofit corporations, a board of directors also governs commercial corporations, which is the structure used by a few large producing organizations. For example, Disney Theatrical Productions, a division of the Walt Disney Company, produces and books its own productions and licenses its shows to third-party producing partners around the globe. The Walt Disney Company has a board of directors that governs the corporation. Governance may include hiring and firing the chief executive officer, as well as other officers of the corporation, and reviewing the corporation’s financial reports. Corporate directors of large corporations are generally paid for their time and expertise.

Most commercially produced shows are organized as limited partnerships and limited liability companies (LLC). A limited partnership consists of general partners and limited partners. In the customary theatrical model for a limited partnership, the limited partners are investors who usually put up 100 percent of the capital and receive some percentage of the profits after recoupment (when the investment has been paid back). Additionally, they are only liable (responsible) for the amount of money they invest, and they have no say in the management of the partnership. The general partners manage the partnership, are personally liable or responsible for all losses over and above the amount of the capital investment of the limited partners, and also receive a percentage of the profits after recoupment. To avoid unlimited personal liability, the general partners or producers may incorporate, so that their corporate status protects them.

Like limited partnerships, limited liability companies consist of two parties: managing members and investing members. In comparison to the exposure faced by the general partners of a limited partnership, limited liability companies have the advantage of giving the managing members (who are usually the producers) limited liability from losses. Like limited partners, investing members are only responsible for the amount of money they put into a production. Unlike a corporation, which is usually formed for broad business purposes that may include multiple projects or productions, limited liability companies are often formed for a specific project or production, and are frequently dissolved when the project ends.

CLASSROOM DISCUSSION

What is the legal structure of a nonprofit performing arts organization?

What is the primary role of a nonprofit board of directors?

Name and define the various legal structures under which a for-profit performing arts organization may be formed.

BUDGETING METHODS

Nonprofit organizations generally budget for a calendar year, but the majority of income and expenses falls within a season (a series of arts events), which traditionally lasts from September or October through June. The budgeting process should “lay out the guidelines for decision-making for a given show, project, or year.”28 Both producing and presenting organizations have a budgeting process, accounting for expenses (costs incurred by the business activity) and income (money generated from ticket sales and other fee-for-service activity, as well as contributed income or grants). Tom Proehl states that “organizational budgets are prepared on an annual basis and are generally divided into the four major components of the organization: administration or overhead (general operating expenses, such as salaries, lighting, heat, and air conditioning); production-related (expenses related to preproduction and production); fundraising, marketing, and public relations (created to sell tickets and increase visibility for the institution and its productions); and performance projects (educational workshops, relationships with educational institutions).”29

Sean Patrick Flahaven describes the components of his budget: “We have a budget for the year that has to be approved by the board of directors. The budget covers general operating expenses, such as administrative costs like rent, salaries, insurance, taxes, and office supplies. Then we have a budget for each production that runs between $150,000 and $250,000 for our small Off-Broadway theater. We have mainstage, developmental [new] work, and educational work—each production or activity is broken down with the same line items, such as artist fees, design fees, costumes, sets, etc. This is the expense side of the budget. Then you have the income side, which lists your projected earned income or income earned through ticket sales, fees, and concessions, as well as contributed income or donations from foundations, government, corporations, and individuals.”30

Gina Vernaci adds: “In a nonprofit presenting organization, like Playhouse Square Center, the process begins with the calendar. We program seven theaters year-round, although the primary season runs from October through June. With the calendar for various spaces, we first lay out the dates for the resident companies. After we finalize the dates with our resident companies, we look at the rest of the calendar, including the Jewish and Christian holidays, our series projections, and the single-night attractions we have booked and projected.”31

For each show that Vernaci books into her theaters, she first evaluates the expense side of the equation. “After speaking with the booking agent, I know what the quoted fee is for an artist for a specific event. It is important to note that the fees quoted by agents are often negotiable. The agent will send me a contract.32 Always ask for a technical rider early in your conversations with an agent; this spells out the technical needs for the show, providing a guideline for labor costs, equipment rental, catering, etc. I can then estimate my expenses, which may include artist fees, production rentals (sound and lights), royalties, marketing, labor, venue costs, credit card fees, insurance, catering, transportation, and housing.” After she projects or estimates the expenses, she then scales the house (seating area of the venue) to determine her gross income potential. “Scaling the house is the term that refers to going through each section of the house and assigning ticket prices. During this step we may refer to past history of the act or show, or look for similar productions to guide us with the decision of pricing. Also helpful is the touring history of the particular type of show. We research that data and apply local market conditions [economic and social data on the local population]. We take all of this information into account when scaling the house. Once the ticket prices are established, you calculate the breakeven point, which is the amount of money you need to earn to cover your expenses on the show. I then translate that into the number of tickets I need to sell for the engagement. So, if the breakeven is $50,000 and your average ticket price is $45, you need to sell 1,111 tickets to make the nut (break even). Finding the breakeven point is a good reality check. If the house seats 2,500 people, 1,111 tickets equals 44 percent of the house. On the other hand, if you need 1,111 seats to break even, and you are in an 850-seat house, there is a potential problem. The artist fee is too high, the ticket prices are too low or you need underwriting (fundraising income) of some type. Also, it is important to be realistic. If the math says you need to sell 1,111 tickets to make the nut, but the sales history for that type of event or artist is less than that, there is a reason to pause. Common sense would tell you that you are not likely to break the mold if the history tells you to be cautious.”33

Since it is unlikely that a nonprofit will break even with ticket sales alone, the nonprofit organization must plan ahead to make sure there is money available from other earned income sources (fees earned from services such as concession income and parking income) and philanthropic support (also known as contributed income) to fill the gap. Philanthropic support, raised by the board and staff, includes contributions from individuals, corporations, foundations, and the government; these contributions are tax-deductible for the contributor (donor).

If all income, both earned and contributed, does not meet expenses, the budget won’t balance, leading to a deficit. Since most nonprofit organizations don’t have the resources to absorb a deficit, they must have a strategy in place to balance the budget.

In the end, nonprofit organizations are looking to break even, where income will equal expenses, or to have a surplus, where income will exceed expenses. For example, James Patrick has a $2.6 million operating budget, and when he presents his budget to the board, “they want to see a budget that shows a surplus.”34 Vernaci reminds us that “nonprofit status stipulates that the revenues are applied toward the mission portion of the goals. For instance, a nonprofit presenter may present a Broadway touring show or a concert that generates a profit for the engagement. Those dollars may then be applied toward an operational item, such as new carpeting or updating a computer system.”35

In the commercial world, there are no tax-deductible contributions to fill the gap. If a show isn’t earning a profit, then the show should close. If the show closes without recouping (making back its initial investment), the producer and her investors will lose their initial investments.

Entities that produce commercially also plan for income and expenses. Budgets are built for the capitalization and weekly running costs. Tom Proehl explains: “The major expenses are specifically related to the single production (rather than a series of productions) and include the initial capitalization budget (e.g., preproduction costs or the costs of the production through the official opening), which is founded by a group of investors. Weekly running costs [the cost of operating the production for a week] are funded first through ticket sales. Additional income is generated from the sale of products developed in connection with the show (e.g., T-shirts, recordings), as well as subsidiary rights for future exploitation of the property (e.g., film and television rights). Shortfalls in the budget are funded with reserves from the initial capitalization or additional investments. Any overages (surplus) are captured and applied to the recoupment of the initial production costs.”36

CLASSROOM DISCUSSION

How do Tom Proehl and Sean Flahaven structure their budgets?

 What are the major components of Gina Vernaci’s budgeting process?

Define these terms: “breakeven point” and “deficit.”

How do nonprofit organizations balance income with expenses?

What is philanthropic support? Give some examples.

How do commercial producers fill the gap between income and expenses?

Define these terms: “recoupment,” “capitalization,” “preproduction costs,” and “weekly running costs.” How are weekly running costs funded in a commercial theatrical production?

NONPROFIT ORGANIZATIONS: ORGANIZATIONAL TYPES

In a continuation of our study of nonprofit and commercial organizations, we will examine some of the nonprofit and commercial organizational types, organizational structures, and managerial positions. In this section, we will explore the following types of nonprofit producing organizations: dance companies, symphony orchestras, opera companies, and theater companies. We will examine nonprofit presenting organizations as well.

Dance Companies

According to Dance/USA, the national service organization for professional dance companies, there are approximately 2,500 ballet, modern, ethnic, jazz, tap, and assorted other dance companies in the United States. Of these, approximately 400 are fully institutionalized, with paid staff, salaried dancers, and a track record of regular productions over time.37 The annual budgets of these dance companies range from $54 million to less than $25,000. According to John Munger, director of research of Dance/ USA, “Ballet companies have larger budgets than modern dance companies because ballet companies are generally larger organizations due to their historic and structural roots.”38 However, small dance companies of all kinds, which have a budget of under $500,000, account for 65 to 70 percent of Dance/USA’s membership, and over 90 percent of dance companies in America.39

Institutionalized dance companies generally have an executive or managing director who manages the administrative part of the organization, as well as an artistic director (most often a choreographer) who manages the artistic and production aspects of the organization. The majority of dance companies earn revenue by performing one or more seasons of productions to local audiences, and many companies, especially modern companies, also tour. Some companies own their own facilities; others either rent facilities or are presented and paid a fee by a presenting organization. The Paul Taylor Dance Company, the Pennsylvania Ballet, the New York City Ballet, the American Ballet Theatre, and the Alvin Ailey American Dance Theater are all examples of large dance companies that have a season of local productions and also tour.

Symphony Orchestras

The League of American Orchestras (formerly the American Symphony Orchestra League) reports that there are 1,800 symphony, chamber, collegiate, and youth orchestras in the United States.40 More than 950 member orchestras belong to the League of American Orchestras. Member organizational budgets range from over $14 million to less than $130,000.41 Orchestras often have a music director or conductor who is responsible for the artistic direction in the organization, and an executive director, chief executive officer, or president responsible for the administrative end of the organization. Orchestras, like dance companies, perform locally and may also tour to earn additional revenue. The New York Philharmonic and the Boston Symphony Orchestra are examples of orchestras that present a season locally and tour as well. Orchestras may own or rent a facility for their performances, or they may be paid a fee and presented as part of a season by a presenting organization.

Opera Companies

According to OPERA America, there are 114 professional opera companies operating in forty-three states, with collective budgets of $735 million.42 The vast majority of these companies are led by a general director (chief executive officer) who reports to the board of directors. While the general director may also oversee artistic planning, this responsibility may fall to an artistic director and/ or music director.43 Like many dance companies and symphony orchestras, opera companies either rent or own their facilities and earn revenue from their seasons. The Metropolitan Opera, the New York City Opera, the Seattle Opera, and the Minnesota Opera are examples of opera companies that produce their work within a season.

Theater Companies

Theatre Communications Group, a national service organization serving nonprofit American theater companies, conducts an annual fiscal survey that examines 1,893 professional theaters, ranging in budget size from less than $50,000 to more than $10 million.44 Many nonprofit theaters may employ both artistic and managing directors to codirect the organization. In some organizations, a producing director is at the helm, responsible for selecting the season and administering the organization. Nonprofit theaters generally produce a season of plays and/or musicals and either own or rent their facilities. Some also tour their productions. Professional nonprofit theaters include: American Conservatory Theater (San Francisco, California); Arena Stage and Ford’s Theatre (both in Washington, D.C.); the Alley Theatre (Houston, Texas); Manhattan Theatre Club; and the Roundabout Theatre Company (New York).

Presenting Organizations

According to Thomas Wolf, one-third of professional nonprofit presenters are educational institutions (e.g., colleges and universities), and one-third are facilities that present the performing arts as a core activity The remaining presenters are festivals, local arts agencies, and cultural series. Budgets range from less than $100,000 to tens of millions of dollars.45 In a nonprofit presenting organization, the executive director, director of programming, or executive producer is responsible for artistic programming; managerial responsibilities fall to the executive director, president, or chief executive officer. Nonprofit presenters rent or own their facilities. The John F. Kennedy Center for the Performing Arts in Washington, D.C. and the Krannert Center for the Performing Arts in Urbana, Illinois are examples of nonprofit presenters.

Nonprofit presenting organizations are likely to be members of the Association of Performing Arts Presenters (APAP). APAP has approximately 1,900 members.46 APAP serves its members by conducting an annual conference where presenters meet with artists, performing arts companies, and their agents. APAP also conducts research on the field and engages in advocacy by “informing legislators and policy makers about the vital role of the performing arts in American life.”47 Additionally, both profit and nonprofit presenting organizations may be members of the Independent Presenters Network (IPN). All of the organizations in the IPN (fifty-six members representing seventy facilities) come together to collectively invest in and book Broadway shows throughout North America and Japan.48

CLASSROOM DISCUSSION

List the significant producing organizations in each producing category

Who are the artistic and managerial leaders of nonprofit producing organizations?

What are the different types of presenting organizations?

Who are the artistic and managerial leaders of presenting organizations?

NONPROFIT ORGANIZATIONS: ORGANIZATIONAL STRUCTURES AND MANAGERIAL POSITIONS

In the folio wing sections, we will examine the organizational structures of various nonprofit producing and presenting organizations, as well as their board of directors, and primary managerial of the artistic and managerial staff, we will discuss, for the most part, the senior-level managers, or the managers who appear on the organizational chart directly beneath the board of directors or executive management of the organization. Organizational structures are represented visually by the use of organizational charts, which illustrate the reporting relationship of one position to another. Job descriptions are used to define the roles and responsibilities of managerial and artistic positions within the organization.

Organizational Structures

In all nonprofit organizations, the board of directors has the ultimate authority for the organization; the board of directors is always at the top of the organizational chart. The executive leadership of the organization reports to the board, and this relationship is noted by a direct line from the board to the president, or from the board to the artistic director and managing director. Senior-level managers have junior-level managers reporting to them; this relationship is noted in the chart by placing senior managers above the junior managers. If the managers are on the same level, they have equal authority in the organization and don’t report to each other.

Not all nonprofit organizations within each producing and presenting category have the same organizational structures. This section will give you an understanding of how these organizations may be structured, and the types of managers who play a part in producing and presenting organizations.

We will first take a look at some examples of large and small producing organizations. Since large organizations are defined by the size of their annual budget, they can afford to hire more managers and artists than smaller organizations. The following producing organizations (shown on pages 10-12) are classified as large organizations: the Pennsylvania Ballet ($9.7 million), Seattle Opera ($20 million), and Roundabout Theatre Company ($44 million).49

Now let’s look at some smaller producing organizational structures (shown on pages 12-14): the Liz Lerman Dance Exchange ($1.4 million), Brooklyn Symphony Orchestra ($38,000), Opera Company of Brooklyn ($75,000), and Melting Pot Theatre ($398,000) .50

Finally, let’s look at the organizational charts for presenting organizations (see pages 15-25). The Brooklyn Academy of Music ($25 million) and Ruth Eckerd Hall ($18.5 million) are considered large presenting organizations. We will also examine a small presenter, Tribeca Performing Arts Center ($600,000).51

CLASSROOM DISCUSSION

Take a look at the producing and presenting organizational charts. What do they all have in common? What are some of the differences?

Who reports to the board in each of the organizations?

In addition to the top executive staff, who report to the board, who are the other senior managers in each producing organization? Which junior managers report to them?

Which senior managers are present in every organization? 

What managers are present in the large organizations, but are missing in the smaller organizations?

The Board of Directors and Managerial Positions

In our next section, we will examine the board of directors, as well as the primary artistic and managerial staff positions of nonprofit producing and presenting organizations. The following job descriptions serve simply as a guide to some of the best practices utilized in the industry As we define the responsibilities of the board of directors and the management staff of producing and presenting organizations, take a look at the organizational charts.

The Board of Directors

At the top of every nonprofit organizational chart is the board of directors. The board of directors has the ultimate responsibility for establishing and overseeing policies (best practices) and providing guidance to the staff, so that the staff may implement those policies. In carrying out these obligations, the board members act as fiduciaries to the nonprofit. In other words, they are in a position of trust and confidence, and hence are subject to a heightened duty to act in the best interests of the corporation. It is a greater duty than a simple legal duty, which can be imposed by law or contract, but imposes no obligation to act in the best interests of the organization. (For a detailed discussion of the board’s fiduciary and legal responsibilities, please see chapter 3.) Sean McGlynn, director of finance and strategic initiatives for the Department of Cultural Affairs in New York City, adds, “In addition to these oversight responsibilities, the board hires and fires the executive managers of the organization; raises money for the organization; and makes sure that the organization is meeting its goals and, of course, living up to its mission.”52 The executive leadership of the board consists of its officers: the chairman, president, vice president, treasurer, and secretary53 In many nonprofit theaters, the artistic director and managing director also serve on the board, though without voting privileges (to avoid conflict of interest, since those positions report directly to the board).

As part of its fiduciary responsibility, the board has a legal responsibility to make sure that systems are in place to properly manage the finances of the organization. Wolpert states, “Donors are giving money to the organization, and they expect the organization will be run well, and that the money will be spent with great care according to the wishes of the donor, whatever those wishes may be. We present the financial report to the board at each meeting. If the company isn’t in great financial shape, the board will take a closer look at the financial statements and question us. If they are doing their jobs right, the board will question management, and make sure that management is following the practices that they should be.”54

Fig. 1.1. Pennsylvania Ballet Organizational Chart
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Fig. 1.2. Seattle Opera Organizational Chart Chart
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Fig. 1.3. Roundabout Theatre Company Organizational Chart 
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Fig. 1.4. Liz Lerman Dance Exchange Organizational Chart 
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Fig. 1.5. Brooklyn Symphony Orchestra Organizational Chart 
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Fig. 1.6. Opera Company of Brooklyn Organizational Chart 
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Fig. 1.7. Melting Pot Theatre Organizational Chart 

[image: pg025-1]

Fig. 1.8. Brooklyn Academy of Music Organizational Charts 
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Brooklyn Academy of Music
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Brooklyn Academy of Music
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Brooklyn Academy of Music
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Brooklyn Academy of Music

General Management
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Brooklyn Academy of Music

Building Operations
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Brooklyn Academy of Music

Finance & Administration
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Brooklyn Academy of Music
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Brooklyn Academy of Music
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Brooklyn Academy of Music
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Fig. 1.9. Ruth Eckerd Hall Organizational Chart (2007)
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Fig. 1.9a. Ruth Eckerd Foundation Organizational Chart (April 2007*)
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*The Ruth Eckerd Hall Development Department is organized as a separate foundation.

However, the board should never meddle in the relationships among senior staff or the management of the organization. Management’s role is to carry out the policies of the organization, ensure its stability, and make sound management decisions.55 Programming and day-to-day decision-making rests with the managerial and artistic staff.

The board is also responsible for identifying and nominating new board members. When nominating board members, “you want to target the areas that you need. You need people who have experience in finance, you need at least one lawyer on your board, you need business people, and you need people with deep pockets—and the deeper the better. A lot of organizations have artists on their boards, not only to make sure that the mission is protected from the artistic perspective, but also because they become magnets for bringing in money.”56

When potential board members are approached for membership, it is critical to give them a job description so that they know what their specific duties are. The Brooklyn Academy of Music (BAM) cites the following board responsibilities:

•	Attend BAM board meetings as scheduled per year

•	Serve on one or two standing committees [a small group of board members organized for a particular purpose, such as fundraising or marketing]

•	Be informed about the organization’s mission, services, policies, and programs

•	Review agenda and supporting materials prior to board and committee meetings

•	Offer to take on special assignments as needed

•	Raise or contribute a minimum contribution per year for the institution

•	Inform others about the organization

•	Suggest possible nominees to the board who can make significant contributions to the work of the board and the organization

•	Keep up-to-date on developments in the organization’s field

•	Adhere to conflict-of-interest and confidentiality policies

•	Assist the board in carrying out its fiduciary and legal responsibilities, such as reviewing the organization’s annual financial statements57

Fig. 1.10. Tribeca Performing Arts Center Organizational Chart 

[image: pg036-1]

Let’s examine a typical board of a large nonprofit producing organization. The Guthrie Theater, an organization with an annual budget of $20 million, has a sixty-five member board. The Guthrie has the following standing (permanent) board committees: executive committee (made up of all officers and committee chairs); finance committee; investment committee; development (fundraising) committee; education committee; community relationships committee; facilities committee; government affairs committee; governance (nominating) committee (which selects new board members); and long-range planning committee. Additionally, the Guthrie has ad hoc committees that are established as the need arises.58

CLASSROOM DISCUSSION

What is the role or function of the board of directors?

What are the board’s major responsibilities? 

What is a standing committee? Give some examples.

Why is it important to create job descriptions for the board of directors? What components should go into a board job description?

Artistic Leadership

We will now explore the artistic leadership positions in nonprofit producing and presenting organizations. Artistic leaders provide the vision for the organization. (For a detailed discussion of vision, see chapter 2.) They are responsible for creating or selecting artistic work for the season and assembling the creative team for each work. In some cases, artistic managers may also manage the business aspects of the organization; in other cases, managing or executive directors plan or help to plan the season.

Titles and responsibilities of artistic leaders vary from one organization to another depending on the needs of the organization, as well as the history of the job. The artistic director title is commonly found in dance and theater companies. An artistic director may report to the managing director, to the general director, or directly to the board of directors. In opera companies, the general director is typically responsible for artistic leadership, but may be assisted by an artistic and/or music director. In symphony orchestras, the music director or conductor title is commonly used. In presenting organizations, the title may be executive director, director of programming, or executive producer. These positions usually report directly to the board of directors.

An example of the responsibilities of the artistic director in a dance company is provided by the San Francisco Ballet: The artistic director “will have authority over and responsibility for all artistic matters and decisions, including establishment of the [ballet’s] artistic standards and policies; repertoire [works prepared by the company for performance] planning and building; scheduling; selection of dancers; dancer training; and selection of the artistic director’s assistants. The artistic director ensures the highest level of excellence in all performances produced, all within parameters of established financial plans, as well as existing contractual and other legal constraints. The artistic director will also be responsible for all artistic and curriculum matters of the school.”59

Kurt Beattie, artistic director of ACT Theatre in Seattle, Washington, elaborates on the role of an artistic director in a nonprofit producing theater: “The artistic director controls the artistic functions of the theater—primarily selecting seasons, matching artists with scripts, and programming the theater to have an aesthetic identity In our case, it is important to promote new work and walk the fine line between catering to an audience and taking artistic risks. Ideally, an artistic director leads the artistic community, promoting work that entertains, instructs, and creates unusual experiences. In doing so, the artistic director creates community, and deepens and expands the art form. In reality, the artistic director is a politician and is inextricably tied to the management functions of an institution— building boards, managing staff, supporting the managing director to develop financial support—in essence, being a producer.”60

At opera companies, artistic decisions are typically made by the general director. Mare Scorca, president and chief executive officer of OPERA America, states: “In determining an opera season, the general director is responsible for balancing the artistic values and goals of the company (usually advanced by the artistic staff, including production and technical personnel) with the potential for subscription/ticket sales and annual fundraising/ sponsorship. It is the general director who represents the artistic and managerial profile to the community, supported by appropriate senior staff. However, although many general directors of opera companies oversee artistic planning, an increasing number of opera companies also employ an artistic director and/or music director who, generally, reports to the general director along with other senior staff. The artistic director has responsibility for visual and theatrical elements (sets, costumes, direction), while the music director only has responsibility for the musical aspects of the production (orchestra, chorus, coaches, soloists).”61 For example, Julie Tatum, director of human resources for the Seattle Opera, notes, “Seattle Opera has a general director who is also the artistic director. In many U.S. opera companies, the structure is a bit different, with the artistic director reporting to the general director.”62

Another example is provided by the Opera Company of Brooklyn, whose artistic director “sets the creative direction for the company, and selects all repertoire, develops new programs, casts each production, conducts all performances, selects the orchestra personnel, and prepares all singers for each production.”63 The artistic director “reports to the board and works alongside the executive director in managing the long-term and day-to-day affairs of the organization. In consultation with the executive director, the artistic director is responsible for the selection of the repertoire to be performed by the company, submitting the list each year for approval [by the board]. The artistic director will have final say in cast selection.”64 The formal written job description also notes, “In the event that the executive director and the artistic director should disagree about any issue, it is the duty of each one to report the disagreement to the board chair (and only to the chair), and in consultation with the chair, a final decision will be made.”65

In an orchestra, a music director typically serves as the main conductor. At the Brooklyn Philharmonic Orchestra, the music director also “supervises all artistic and educational planning for future seasons in consultation with the Brooklyn Philharmonic Orchestra chief executive officer, selects orchestra advisors and/or specialized staff and appropriate board committees, helps to build and improve the quality of the orchestra, holds auditions as deemed necessary for soloists and future members of the Brooklyn Philharmonic Orchestra, and advises on and supervises orchestra personnel matters.”66 As music directors often travel to conduct other orchestras, the Brooklyn Philharmonic Orchestra specifies the amount of time the music director must spend with the orchestra, “in order to plan these visits, which will be used to facilitate his/her role as mentor to special composer projects; make fundraising appearances/solicitations; attend donor events, board meetings and donor/board dinners; press/ media and promotional activities; and any other special projects as mutually agreed.”67

In a nonprofit presenting organization, the staff member in charge of programming selects the season by working directly with artists or managers, or with their booking agents. James Patrick states, “I am the executive director, and I oversee the day-to-day operations of the organization, including the artistic decisions. I have a lot to say in the programming and the artistic side of the organization. I decide which shows get presented and produced.”68 Gina Vernaci also plays this important role in her organization. Let’s take a look at her job description on page 28.69

Another important member of the artistic leadership is the dramaturg. “Dramaturgs generally have training in dramatic theory, theater practice, and history, equipping them to serve in a number of artistic capacities. Production dramaturgs may serve as partner to the director, acting as a sounding board for ideas, as an extra set of eyes in the rehearsal room, and as a researcher. In a nonprofit theater, a dramaturg may also be a literary manager, responsible for the upkeep and assessment of new play submissions, as well as creating and maintaining relationships with artists. An on-staff dramaturg or literary manager may also aid in season selection and curatorial duties, host readings, and serve as moderator for pre- or post-performance discussions. Additionally, dramaturgs often work within a theater’s education department, creating study guides and supplemental materials that will enrich the audience’s understanding of the play. In opera as well as the theater, dramaturgs may serve as the translator of texts or the author of subtitles, in addition to their other duties. Finally, a number of dance companies and choreographers use dramaturgs for work that encompasses textual elements and dance-theater.”70

CLASSROOM DISCUSSION

Discuss the importance of creating and reviewing managerial titles, job descriptions, and organizational charts.

Define and describe the responsibilities of the artistic leader of each type of nonprofit organization.

 What is a dramaturg?

Managerial Leadership

We will now examine managerial leadership positions within nonprofit producing and presenting organizations, beginning with the managing director. The title of managing director is often inter-changeable with the titles of executive director, chief executive officer (CEO), and president, depending on the structure of the producing and presenting organization. The title of producing director may also be used, and typically implies a combination of both the artistic and managerial functions. As mentioned previously, the chief managerial executive in an opera company is usually called the general director.71 Most managing directors report directly to the board of directors. The managing director’s primary function is to implement the artistic leader’s vision. He is responsible for the administrative side of the organization, working with the board and staff to create a strategic plan for the organization, as well as supervising the financial management, marketing, development, education, and general management positions. In smaller organizations, the managing director will not only manage these positions, but will actually perform them. Thus, a managing director may also act as a general manager. The Brooklyn Philharmonic Orchestra has a job description that describes the chief executive’s responsibilities in great detail (see pages 30-31 ).72

Fig. 1.11. Vice President of Theatricals Job Description, Playhouse Square Center

JOB TITLE: Vice President of Theatricals

RELATIONSHIP: Reports to the President

GENERAL

DESCRIPTION: Full-time, Salaried, Exempt Position

RESPONSIBILITIES:

1. Develop long-range strategic programming and artistic goals for the Center.

2. Develop and maintain relationships with performers, producers, agents, general managers, and other presenters throughout all facets of the industry.

3. Work in coordination with the Education Director to program events supportive of the goals of that department and the Foundation’s mission.

4. Develop and manage annual department budget; oversee budgets for all productions.

5. Oversee and advise activities of Programming, Marketing, and Sales Departments.

6. Responsible for contract negotiations with musicians, actors, directors, and designers’ unions.

7. Function as Executive Producer for Playhouse Square productions, galas, and other special events.

8. Seek and develop programming partnerships in the community.

QUALIFICATIONS:

1. Minimum of ten years of theatrical programming experience.

2. Bachelor’s degree.

3. Outgoing, people-oriented person, with outstanding interpersonal skills.

4. Self-motivated, with strong organizational skills.

5. Excellent communication skills, both verbal and written.

EMPLOYEE’S SIGNATURE:__________ DATE:__________

APPROVED BY:__________ DATE: __________

UPDATED: June 6, 2006

The next section provides a brief description of major positions in the finance, marketing, development, education, and general management departments. (In future chapters, we will examine these positions in more detail.) Please note that the majority of these positions are found in both presenting and producing organizations.

Financial Management

The head of the financial management department is also called the chief financial officer, the business manager, the finance director, or the vice president for finance and administration. This position should report to the executive or managing director of the organization. The Playhouse Square Center’s job description provides a thorough description of the major responsibilities of the job (see page 32) 73

Depending on the organization, the human resources manager, the information technology (IT) manager, the controller, the operations manager, and the box office treasurer may report to the chief financial officer. The human resources manager “oversees the hiring practices of the organization; administers the health insurance and benefit programs; interacts with employees and their supervisors on all personnel matters, including performance evaluations, disciplinary actions, and terminations; and administers employee orientation programs, training programs, and employee recognition programs.”74 The information technology manager “manages and coordinates all data processing, planning, and production activities. He meets with managers to determine functional information requirements, discusses proposed computer equipment acquisitions, and establishes necessary user-department cooperation in the development and operation of computer systems.”75 The controller is responsible for implementing accounting, payroll, and budgeting functions for the organization.

The operations manager or facilities manager is responsible for all activities related to the maintenance and operation of the building, including: booking the rentals for the theater, scheduling and event management, managing the front-of-house and technical staff, providing security, and operating and maintaining the heat and air-conditioning systems.76 (Please see chapter 11 for more information on facility management.) In a presenting or producing organization, depending on the size, the general manager and the director of theater operations may be the same person. In a larger presenting or producing organization, the manager of theater operations may also report to the general manager.

The box office treasurer handles the ticket income for the organization, and for this reason, may report to the financial manager. In some organizations, the box office treasurer will report to the marketing director, because the marketing director must keep a close eye on ticket-purchasing trends in order to create a successful marketing strategy. The box office treasurer is responsible for training box office staff and for the management of season ticket and single-ticket sales.

Marketing and Communications

The marketing manager reports to the managing or executive director and is responsible for all earned revenue or income earned from ticket sales and fees for service, such as concessions. In addition, in many organizations, the director of marketing is responsible for supervising the public relations manager and the box office treasurer. The public relations or communications manager is responsible for creating the institutional image and generating publicity for each of the shows and events. The Seattle Opera provides a marketing and communications job description, in which the final responsibility of marketing and public relations falls to the director of marketing and communications (see pages 33-36).77

Development

The director of development is responsible for raising the contributed income for the organization. Contributed income takes the form of donations

Fig. 1.12. Chief Executive Officer Job Description, Brooklyn Philharmonic Orchestra
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JOB TITLE: Chief Executive Officer

REPORTS TO: Chairman of the Board of Directors. Works as peer with the Music Director in coordinating and implementing artistic plans.

SUPERVISES: Senior Staff

JOB SUMMARY: The Executive Director serves as the Chief Executive Officer of the Brooklyn Philharmonic Orchestra and is charged with leading the institution, guided by the orchestra’s mission and values. The Executive Director will provide organizational leadership that supports and encourages fulfillment of the artistic mission. The scope of responsibilities include facilitating and direction planning and board development, financial and administrative management, directing labor relations with musicians, assuring effective communication, external and community relations, coordinating production of concerts and promoting the mission of the organization. As regards the Board of Directors, it is understood that it is the Board’s responsibility to raise funds and set policy; it is the Executive Director’s responsibility to run the institution and assist and support the Board in all development efforts.

JOB DUTIES AND RESPONSIBILITIES:

ADMINISTRATIVE MANAGEMENT AND LEADERSHIP

•  	Supervises and directs all activities of staff of the orchestra.

•  	Has complete hiring and termination authority for staff as well as the responsibility for training and reviewing staff.

•  	Creates an empowered workforce and a teamwork environment using a leadership style that encourages fulfillment of the artistic mission.

•  	Structures and directs concert production, artistic administration, development, education, finance, marketing, public relations, and general administration.

•  	Acts as a facilitator and counselor to the institution, including musicians and volunteers, so that issues are raised, discussed, and resolved in the most productive and professional manner.

ARTISTIC POLICIES AND ACTIVITIES

•  	Supervises and directs all activities of the musicians of the orchestra except those activities supervised and directed by the Music Director.

•  	Negotiates and fulfills all contracts for the institution, including musicians’ master agreement with AFM Local 802, which governs musicians employed by the orchestra.

•  	Establishes an environment of trust and cooperation with musicians and other contractual partners.

•  	Provides Music Director with financial constraints, artist and hall availability, and related circumstances necessary for the artistic planning process.

•  	Collaborates with the Music Director on matters of overall philosophy and programming and works in partnership to determine performance schedules, repertoire,and artists.

FUNDRAISING AND GENERATION OF FINANCIAL SUPPORT

•  	Exercises overall managerial responsibilities for achieving the fundraising goals of the orchestra.

•  	Directly participates in raising contributed income.

•  	Supervises staff in implementing all fundraising effort.

•  	Supports board in enlisting board and volunteer participation in campaign leadership, planning, and solicitation.

•  	Makes personal solicitations alone, and with trustees and volunteers, to individuals, corporation, foundations, government agencies and community leaders.

•  	In partnership with the Board, initiates planning and execution of endowment and planned giving campaigns.

BOARD, GOVERNMENT, AND COMMUNITY RELATIONS

•  	Serves as primary spokesperson, representing the institution to its many constituencies, both internal and external.

•  	Builds constructive ongoing relationships with board members, government officials, and community leaders.

•  	Develops opportunities to further diversify the board.

•  	Works with the Board Chairman and committees on issues pertaining to Board structure and development, organization, bylaws, governance, and the nomination process.

•  	Fosters healthy and positive working relationships and partnerships with other community political, educational, and cultural constituents.

•	Identifies and implements new partnerships and relationship as appropriate.

COMMUNICATION

•  	Establishes and maintains timely, direct, and clear communication among the components of the orchestra family - Board, Music Director, musicians, staff, conductors, volunteers, donors, members of the arts community, and media.

PLANNING

•  	Provides leadership in the strategic and long-range planning processes necessary to fulfill and advance the mission of the institution.

FINANCIAL PLANNING AND CONTROL

•  	Has direct and principal responsibility for ongoing business and financial management of the organization.

•  	Works with the Finance Committee and the board to develop annual and long-term operating budgets for board approval.

•  	Works with the Finance Committee to ensure accurate tracking and monitoring of all income, expense, and investment items to ensure effective cost controls, sufficient cash flow, and timely and accurate reporting of financial information in order to support the Board of Trustees in upholding their fiduciary responsibility to the community.

•  	Works with the Finance Committee to develop strategics for development of financial resources.

MARKETING AND PROMOTION

•  	In tandem with the Marketing Committee, promotes the orchestra locally, regionally, and nationally through well-conceived marketing and public relations strategics.

•  	Maximizes visibility and revenue while maintaining artistic integrity.

•  	Develops programs to increase concert attendance through promotion of subscriptions and greater sales of single tickets.

•  	Develops new opportunities for earned revenue.

•  	Ensures that excellent customer service is provided to patrons.

•  	Lends a visible and consistent presence at performances and activities from individuals, corporations, foundations, and the government. The director of development reports to the managing or executive director of the organization. Let’s take a look at the Brooklyn Philharmonic’s director of development’s job description (see pages 38-39).78

Fig. 1.13. Vice President of Finance/Administration and General Counsel Job Description, Playhouse Square Center

JOB TITLE: Vice President of Finance/Administration and General Counsel

RELATIONSHIP: Reports to the President

GENERAL

DESCRIPTION: Full-time, Salaried, Exempt Position.

RESPONSIBILITIES:

1.    Direct all financial functions for the Foundation and its related entities including monthly financial reports, financial analysis, financing of new projects, annual budgets, strategic plans, and taxes.

2.    Act as liaison to the President, Finance Committee, and the Board on all financial issues.

3.    Oversee and advise Human Resources regarding administration and implementation of organizational policy.

4.    Direct the activities of the Accounting department, the Human Resources Department, OHvations, and the MIS department.

5.    Serve as in-house counsel. Responsible for overseeing all legal issues, and for reviewing/drafting legal documents for all PSF entities.

QUALIFICATIONS:

1.    Minimum of ten years experience in financial management.

2.    BS in Accounting with a CPA; J.D. degree.

3.    Minimum of three years corporate legal experience.

4.    Outgoing, people-oriented person, with outstanding interpersonal skills.

5.    Self-motivated with strong organizational skills.

6.    Excellent communication skills, both verbal and written.

EMPLOYEE’S SIGNATURE: __________ DATE:__________

APPROVED BY:____________ DATE:___________

UPDATED: August 10, 2001

Fig. 1.14. Director, Marketing and Communications Job Description, Seattle Opera








	
	
Seattle Opera

Job Description





	
Job Title:


	
Director, Marketing and Communications





	
Group:


	
Marketing and Communications





	
Department:


	
N/A





	
Basic Function:


	
Coordinates all Company marketing and advertising efforts to obtain maximum effectiveness in creating demand for Company’s offerings. Individual is responsible to the Administrative Director for recommendations with respect to marketing and advertising policies, strategy, budgets, and media, for the Company’s marketing and public relations programs.

Responsible for the identity of the Company, working with the General Director, Administrative Director, and all groups and departments as necessary for the development of printed materials as they relate to the total Company image.





	
Scope:


	
Directs all departments within the Marketing and Communications Group so as to provide an effective service organization to other groups within the Company, with priority given to marketing and public relations activities.

In collaboration with the General Director, Administrative Director, and Group Directors, establishes Company operating goals, predicated upon the successful performance of the Marketing and Communications Group. The Director of the Group develops the overall marketing plans for the Company to meet these goals. Upon implementation of the plans, the individual must direct the overall marketing performance, continually evaluating results and revising strategy.

Accountable for earned-income objectives of the Company as they pertain to ticket sales.





	
	
Major functions operating under the leadership of the Director, Marketing and Communications, are:

Marketing

Advertising & Promotions

Public Relations/Communications

Creative Services

Ticket Sales

Telemarketing

Audience Development





	
Principal Accountabilities:


	
• Represents the Marketing and Communications Group’s needs in the development of Company policy.

• Formulates earned-income goals as they pertain to ticket sales. Develops marketing plans and strategy, and directs the execution of same for the achievement of corporate marketing objectives.

• Directs the development of special marketing plans pertinent to other Company groups, including providing support services such as promotional literature and advertising.

• Develops, recommends, and implements the Company’s advertising strategy.

• Conducts continual market research and relays pertinent findings to General Director and Administrative Director, predicting their impact on Company decisions.

• Effectively controls area costs through the establishment of budgets, followed by strict conformance to them.





	
	
• Continually seeks new and creative ways to manage the group efficiently and effectively, always with an eye to the bottom line.

• Ensures that marketing and communications activities are complemented by effective customer service.

• Selects, develops, and motivates necessary managerial and support talent to maintain an organization with breadth and depth sufficient to attain established Company objectives and to address current and future needs.





	
Supervision Exercised:


	
a) Full-Time Positions Directly Supervised:

Director, Public Relations/Communications

Associate Director, Marketing

Associate Director, Sales

Manager, Creative Services

Manager, Advertising and Sales Promotion

Manager, Direct Sales (Telemarketing)

Total Department Directors and Managers: 6





	
	
Assistant to the Departments (1)

Financial Allocator (1)

Total Support Staff: 2





	
	
Total Directly Supervised:8





	
	
b) Full-Time Positions Indirectly Supervised:

Publications Coordinator (1)

Public Relations Associate (1)

Web Producer (1)

Receptionist (1)

Ticketing Operations (2)

Telemarketing Supervisor (1)





	
	
Total Indirectly Supervised: 7





	
	
Also indirectly supervises part-time, temporary, work-study, and intern personnel as required to meet the objectives of the group and in accordance with established budget.





	
Supervision Received:


	
Reports to Administrative Director. Works toward Company objectives, requiring independent judgment and decision-making. Refers to supervisor for clarification of policies and procedures.





	
Responsibility and Authority:


	
Employee Relations:

Makes recommendations regarding hires, terminations, promotions, demotions, and transfers, reviews merit increases, and administers personnel procedures within company policies. Makes major recommendations for actions affecting subordinates.





	
	
Materials:

Responsible for ordering, purchase, and inventory of supplies and materials as required for marketing/ merchandising operations.





	
	
Equipment:

Responsible for proper utilization of office equipment assigned to Marketing and Development Services Group. Makes recommendation for software purchases intended to increase the effectiveness of the group.





	
	
Money:

Responsible for the administration of the Marketing and Development Services Group’s budget. Has goal of achieving ticket revenue of $8M for the 2004-2005 season and $4.7M for 2005 Ring Cycle. Ensures that the Group’s departments stay within the budgets presented by other groups/departments within the Company requesting services.





	
	
Internal Relationships:

Work involves extensive internal contacts with General Director, Administrative Director, staff Directors, and the Board of Trustee’s Vice President, Marketing. Serves as the staff liaison with the Marketing Committee of the Board of Trustees.





	
	
External Relationships:

Requires membership in various civic and business organizations to project an appropriate company image and develop business contacts. High-level contact with service providers.





	
Minimum Requirements:


	
Equivalent Education Level Required:

Bachelor’s Degree in Business/Marketing





	
	
Experience Required:

5 years of experience as Director of Marketing or comparable position with comparable scope and budget in relevant industry. Some experience in not for-profit institution preferred. Bachelor of Arts in relevant business field. Portfolio of fully executed and implemented marketing programs with measurable results. Demonstration of ability to create, design, implement, and direct successful marketing campaigns with quantifiable results.





	
	
Knowledge Required:

Knowledge of latest marketing techniques and trends. Computer literate, with strong analytical capabilities.





	
	
Skills Required:

Initiative. Strong strategic planning and organizational skills. Excellent communication skills, both oral and written, with the ability to skillfully interact with senior management, board members, and major donors. Ability to supervise a broad variety of talented professionals and to motivate, guide, and inspire professional growth.





	
	
Special Requirements:

Ability to work evenings and weekends for Company-sponsored events.





	
Salary Range:


	
$____________________________

Exempt________Non-exempt_______








Education

The director of education is responsible for all areas of education for both adults and children. In many producing and presenting organizations, the director of education will report to the general director, managing director, or executive director of the organization. In other organizations, one or both of these areas will report to the artistic director.

General Management

As we indicated earlier, there is no one organization chart or job description that will fit every producing or presenting organization. This statement is especially true for the general manager. The general manager is responsible for the day-to-day operations of the organization, which may include budget and contract creation, contract management, company management, facility management, and house management, as well as management of the production and technical operations of the stage. The general manager reports to the managing or executive director of the organization. We will now examine the general management position at the Brooklyn Academy of Music (see page 40).79

CLASSROOM DISCUSSION

What is the managing or executive director responsible for implementing?

Define and describe the responsibilities of the following managers: chief financial officer, director of marketing, director of development, director of education, and general manager.

COMMERCIAL ORGANIZATIONS: ORGANIZATIONAL TYPES

Following our discussion of nonprofit organizations, we will now examine the organizational structures and managerial positions in commercial organizations. (More detailed information about commercial organizations may be found in chapter 4.) We will begin by examining the types of commercial organizations commonly encountered in the performing arts: Broadway, Off-Broadway, and touring productions.

Broadway

Broadway productions are those produced within a specific area in New York City, known as the “Broadway box,” defined as theaters located “in an area bounded by Fifth and Ninth Avenues from 34th Street to 56th Street and by Fifth Avenue and the Hudson River from 56th Street to 72nd Street.”80 To be considered a Broadway theater, the theater must seat more than 499 people. There are thirty-nine Broadway theaters in New York, including the Al Hirschfeld Theatre, the Gershwin Theatre, the New Amsterdam Theatre, the Shubert Theatre and many more.81 (Four of the theaters in the Broadway box are owned by nonprofit organizations: Manhattan Theatre Club’s Biltmore Theatre, Roundabout Theatre’s American Airlines Theatre and Studio 54, and Lincoln Center Theater’s Vivian Beaumont Theater; these theaters will be discussed in chapter 4.) All Broadway productions are eligible to receive Tony Awards, the highest recognition one can receive for producing a Broadway show; the Tony Awards are broadcast on national television each year. Broadway productions are produced by a producer or group of producers, who license (rent) a Broadway theater from its owner.

Off-Broadway

Off-Broadway productions are those produced within theaters that seat between 100 and 499 people and are located in Manhattan. Off-Broadway productions are eligible to receive Lucille Lortel Awards, recognizing achievement for excellence in Off-Broadway productions.82 Off-Broadway productions are also produced by a producer or group of producers, who license (rent) an Off-Broadway theater from its owner. (As with Broadway, some Off-Broadway productions may be produced by nonprofit theaters, such as Playwrights Horizons, the Public Theater, Second Stage, and the New York Theatre Workshop.83)

Touring

Finally, commercial productions may tour. Commercial touring productions are referred to as being “on the road,” and “the road” may also refer to the presenters in the touring market. (Nonprofit productions may also tour; the touring process is described in more detail in chapter 10.) The world of touring productions consists of commercial producers and general managers who produce and manage Broadway and Off-Broadway productions on tour; commercial and nonprofit presenters who present these tours; and booking agents who work for the producers of touring shows.

Fig. 1.15. Director of Development Job Description, Brooklyn Philharmonic Orchestra

REPORTS TO: CEO

SUPERVISES: Manager of Institutional Giving, Manager of Special Events, Development Associate, Development Assistant, Development Interns, and external consultants, including government lobbyists

JOB SUMMARY: The Development Director is responsible for the development, management, implementation, and evaluation of an overall fund-raising program consistent with the Brooklyn Philharmonic’s needs and goals. To that end, the Development Director manages staff and volunteers in planning and executing all annual, sponsorship, capital, and planned giving programs, as well as fund-raising events and benefits. The Development Director is also responsible for making grant applications to federal, state, and local government agencies that provide arts funding; and researching and applying to private foundations and corporations that provide arts grants. The Development Director will recommend fund-raising policies and procedures to the Executive Director and Board with the goal of building a year-round development program that demonstrates the highest standards of professionalism and ethical conduct.

JOB DUTIES AND RESPONSIBILITIES:
 Fund-raising

• Plan, manage, and implement all phases of the Annual Fund campaign; oversee the solicitation and acknowledgment process, maintenance of records, and establishment and disclosure within IRS guidelines of donor benefits; monitor progress and make adjustments as needed.

• Develop a comprehensive case statement for support of the Brooklyn Philharmonic, based on long-range plan; update annually. Work with Board to develop and direct year-round program to cultivate new prospects and seek out new funding opportunities.

• Develop and implement a corporate sponsorship program; research and identify potential sponsors; prepare proposals and work with Board to identify matches between Brooklyn Philharmonic’s program and each company’s interests.

• Prepare grant applications with the Manager of Institutional Giving for corporations, foundations, and government agencies that provide arts funding; research all grant possibilities and write reports and back-up materials to support each application; follow up on each proposal.

• Work with volunteers to plan all special fund-raising events and benefits; participate in establishing the budget and oversee the execution of each event.

• Oversee the development and production of all materials used to support the Brooklyn Philharmonic’s fund-raising events and campaigns.

• Develop an ongoing planned giving program; work with Board to identify, cultivate, and solicit prospects.

Budgeting and Planning

• Assist the Chief Executive Officer and Board in establishing appropriate goals for the Annual Fund and all other fund-raising campaigns deemed necessary (endowment, capital, planned giving, etc.) each year.

• Develop a plan for achieving those goals and establish a master calendar that outlines all fundraising events and campaigns; coordinate all activities with the Brooklyn Philharmonic’s master calendar.

• Develop budgets for each event and campaign; monitor the progress of each, and adjust plans when necessary.

• Work closely with the Chief Executive Officer and other designated staff in long-range planning for the Brooklyn Philharmonic; prepare budget projections as needed.

Board of Directors

• Staff the Development Committee of the Board and other volunteers enlisted to participate in the development program.

• Report to the Board and Executive Committee on progress of all fund-raising events and campaigns; provide other reports and statements as requested.

• Develop Board and volunteer leadership through participation in Board committee meetings and ongoing donor cultivation efforts; participate in identifying and recruiting new leadership.

• Recommend fund-raising policies and procedures to the Chief Executive Officer and Board with the goal of building a year-round development program that demonstrates the highest standards of professionalism and ethical conduct.

Administrative

• Organize staff and volunteers to carry out all fund-raising campaigns and events; evaluate effectiveness of each campaign.

• Oversee the maintenance of all donor files and records; develop and administer all donor benefits programs in accordance with IRS guidelines.

• Provide periodic progress reports on all campaigns; prepare listings and financial statements as needed by the Board and staff.

• Serve as part of the senior management team to assist the Chief Executive Officer in setting and implementing administrative and artistic policies established by the Board.

• Hire, train, manage, and evaluate the performance of all development staff, including interns and volunteers.

Other

• Develop and maintain internal and external contacts to optimize fund-raising efforts.

• Maintain ongoing contact with contributors, corporate sponsors, and business and community leaders.

• Support Board and staff efforts to solicit in-kind contributions.

• Keep abreast of recent research on fund-raising; maintain a collection of current fund-raising resource materials.

• Attend other civic and cultural events in the community; represent the Brooklyn Philharmonic by speaking at public events as requested.

• Perform other duties as assigned by the Chief Executive Officer.

Fig. 1.16. General Manager Job Description, Brooklyn Academy of Music

GENERAL MANAGEMENT DEPARTMENT

Brooklyn Academy of Music (BAM), an internationally recognized presenter of contemporary performing arts and cinema, seeks a General Manager to oversee the General Management department. The individual in this position will report to the Executive Vice President.

Specific responsibilities include:

• Administer all mainstage contracts; negotiate specific contracts as assigned.

• Monitor budgets for all mainstage programs and any other programs managed by the GM department.

• Oversee the institutional calendar; manage content of BAM’s Internet and event management software.

• Supervise the day-to-day operations of the institution; facilitate and coordinate interdepartmental communication and coordination as it relates to BAM’s programming.

• Supervise the Assistant GM, Fiscal Coordinator, Project Coordinator, and the GM’s Administrative Assistant.

Requirements: Bachelor’s degree or M.F.A. and seven years of theatre management experience required; nonprofit environment preferred. Creative abilities as well as project management, leadership, facilitation and consensus-building skills. Must be highly organized and creative, with the ability to coordinate projects and create and meet budgets.

Apply by resume and cover letter to:

Director of Human Resources 
Brooklyn Academy of Music
 30 Lafayette Ave.
 Brooklyn, NY 11217
 Fax: (718) 636-4179
E-mail: hrresumes@bam.org

EOE: 10/16/2003


COMMERCIAL ORGANIZATIONS: ORGANIZATIONAL STRUCTURES AND MANAGERIAL POSITIONS

In the following section, we will look at some of the commercial organizational structures, as well as the managerial positions of commercial producing organizations, booking agents, presenters, and theater owners. Within each category, the organizational structure may vary, so these examples are not blueprints for all types of organizations within each category.

Commercial Producing Organizations

Producers are responsible for locating the product and finding the investors to finance it. This is quite an undertaking, since large-scale Broadway musicals can cost somewhere between $11 and 16 million to produce, and Broadway plays run between $2 and 2.5 million to produce.84 Producing organizations such as Richard Frankel Productions, Marc Routh Productions, and Scorpio Entertainment produce Broadway and Off-Broadway productions, as well as touring Broadway and Off-Broadway shows. These organizations general manage their shows; other producing organizations may hire outside general managers to perform this function. Richard Frankel Productions also operates a subsidiary company, a booking agency to book both their own touring shows and the touring shows of other producers. A subsidiary is a company that is controlled by another corporation or company. Let’s take a look at Richard Frankel’s organizational chart on page 42.85

We will now define the positions found in a producing office: producer, associate producer, general manager, company manager, attorneys, accountants, and the production team. We will also examine areas of responsibility that may not be found in the producing office itself, including marketing and advertising, group sales, and publicity.

Producer

Laura Green, general manager of Richard Frankel Productions, states that a producer’s “key function is acquiring the author’s rights to the material, and putting together the creative team: director, choreographer, and design teams. The producer makes decisions about when to move forward, how to move forward, and where the production should first appear: out of town, Broadway, or Off-Broadway. The producer also finds the investors.”86 Investors “contribute money to the capitalization of the production. There are often several producers and associate producers involved in the production. Each one is required to bring in a predetermined amount of money to be raised from his group of investors. Producers have decision-making power, while investors do not. Each producer solicits his investors on an individual basis. Investors have no say in the operation of the company, but are entitled to financial updates, and hopefully a check toward the recoupment of their investment if the show is successful.

“To attract investors, first-time producers will often approach friends and family; more experienced producers often have a circle of friends and professional contacts who regularly invest with them. Producers may invite potential investors to a backers’ audition. A backers’ audition is typically held during the workshop phase of the production. The producers set aside a day for potential investors to attend the workshop, with the understanding that it is a ‘rough draft’ of the production, allowing them to see a piece of the product they would be buying into, as well as have a better understanding of the budget and design documentation they have been given.”87 Recently, motion picture companies such as Mira-max, Universal Pictures, and Fox Searchlight are in-vesting in commercial theatrical productions.88

Associate Producer

The associate producer “isn’t as involved as the producer and may come into the game after many of the production decisions are made. It’s sometimes someone who has found a big piece of the capitalization and will then receive an associate producer credit. [This person does] sit at the table with the producers and help in making some decisions.”89

General Manager

The general manager and assistant general manager “compile budgets; negotiate contracts for designers, creative staff, and actors; work with producers to secure the proper ad agency and press agent; and oversee hiring of the production office and management positions.”90 Laura Green “gets involved in the early development process of Richard Frankel’s productions.” She creates multiple budgets to “make sure that the project is commercially viable.” She helps the producers answer the following questions: “How much money are we going to raise? What will our weekly operating expenses be? What theater will we use? What is our gross potential (the total amount of money we can earn in a week)? What is our recoupment schedule? (How long will it take to pay back our investors, so that we may begin to make a profit?)” Green also negotiates and executes all of the contracts with the director, choreographer, designers, crew, and cast. Finally, she hires her staff: the company manager and stage managers. She is the central figure of communication for the production, and she reports to the producer.91

Fig. 1.17. Richard Frankel Productions Organizational Chart
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Company Manager

“The company manager reports to the general manager, and is the liaison between the cast and crew of the production and the producers. Her responsibilities include: managing the production budgets, payroll, and billing, as well as overseeing the day-to-day management of the production. The company manager is in the theater every night, and at the box office for each performance, signing off on (certifying) the box office statement with the box office treasurer.”92 On tour, the company manager also “takes care of the company’s travel and housing arrangements, as well as providing the company with an overview of the city where the production will tour.”93

Attorneys

“Richard Frankel Productions works with a law firm that gets involved very early in the producing process and helps us to structure our business model (which is usually a joint venture, limited partnership, or limited liability company) and creates the author’s contract.94 The author’s contracts can get complicated, in that there may be multiple authors and they all have their own attorneys. This law firm also represents the entire show.”95

Accountants

“Our finance director oversees the entire office, including our accountants. We have show accountants who understand the complexity of our financial models. For each show, the accountant sets up the accounts and looks at the budget that the general manager has prepared. We have an outside certified public accountant (CPA). The company manager writes all of the checks, but the internal accountant is responsible for the books, and the CPA is responsible for our external audit.”96

Production Team

The production team is comprised of the author, composer, and lyricist (if a musical), director, music director, music department arrangers, technical supervisor (or production manager), stagehands, and technicians. The company manager (described above) and stage manager are also considered part of the team. “The author, if he’s the book writer, is responsible for writing the script or the story. The composer, if it is a musical, will write the music, often working with a lyricist, who creates the lyrics for the songs that the composer writes.”97

“The director is the captain of the ship. He is someone who has great vision and can collaborate with his team members and bring the project from conception to opening. The director’s responsibilities include: working with the author to interpret the script, casting the production, and working with the actors as well as the design team (lighting, costume, and set designers). There is no part of the production that the director doesn’t touch.98

“The music director comes on very early and usually has a connection with the composer. The music director will also be involved with the casting process: auditioning, selecting the cast, rehearsing the cast and the orchestra. Some productions may have an arranger, who creates the transition music between changes of scenes or sets.99

For the physical production, a producer will employ a technical supervisor to coordinate and manage the set, lighting, costume, and sound designs. In addition, “every theater has its own house stagehands, including a head carpenter, fly man, head electrician, and head property person. The theater will then hire whatever additional staff the production requires. If the production needs ten carpenters, the theater will hire ten carpenters. These stagehands are considered to be part of the production’s crew. These employees are paid by the theater, and the producer reimburses the theater. The producer has no say in who is hired. We have four carpenters, two electricians, and two property people. One of the electricians is a sound person. They work backstage with the house stagehands, but are on our payroll.”100

And finally, “the stage manager is the director’s copilot.” The stage manager works with the actors and production team to make sure that the show is ready for opening night.101 Robert Cohen defines his role this way: “At the center of every production is the stage manager, who coordinates all the diverse elements of a production into a harmonious whole that is true to the director’s vision, while meeting union rules, remaining within budget, and ensuring the safety of everyone on stage. The calm, meticulous, proactive, perpetually positive stage manager creates and dispenses schedules, [and] tracks all production elements (e.g., actors’ blocking, scenic movement, costume changes, lighting and sound cues), while coordinating all artistic and technical needs. Since each production has differences regarding its script and design—not to mention its unique mix of personalities—the most accomplished stage managers are able to provide solutions before problems arise, all the while displaying diplomacy, efficiency, and a sense of humor throughout the life of any production. On performance night, the stage manager is a ‘field general’ who is literally in command of the show from a half-hour before the show to final curtain, leading all personnel through the intricacies of a performance with precise execution of all cues and patient understanding.”102

Marketing and Advertising

In order to make the public aware of the production and to sell tickets, advertising and marketing companies create and manage a marketing campaign. Marketing campaigns contain print and media advertising, as well as special promotions that may be created for the production.103 Two major advertising companies in New York are Serino/ Coyne and SpotCo. “Their role is creating the logo and writing the copy for our [Richard Frankel Production’s] television commercials, radio spots, print ads, and outdoor advertising (billboards, bus signs, and taxi tops).”104 Marketing companies, such as HHC Marketing or TMG—The Marketing Group— manage the marketing campaign for a production, including the creation of special promotions; these promotions often ally the Broadway production with a corporation like Apple Computer or QVC Television, for the marketing benefit of both companies. Producers may work with independent marketing and advertising companies or form their own department. Richard Frankel Productions has established its own marketing department, but works with an outside advertising agency

Group Sales

Most producers contract a group sales organization, such as Broadway.com, to sell large blocks of tickets to groups at a discount. Group sales organizations work with national and international tour operators (travel organizations that organize tours for groups), as well as other large parties, such as charities.

Publicity

The publicity campaign for a commercial production is headed by a press agent. Press agents are hired by the producer to be “the spokesperson for the show.”105 The job of the press agent is to generate publicity (positive public perception), including editorial coverage or “press” for the show; this press may consist of reviews, feature stories, and guest appearances on television and radio shows. Publicity differs from advertising in that publicity is not paid for; the editorial coverage originates from the media outlet itself. Press agents working on Broadway and Off-Broadway include The Publicity Office, Barlow/ Hartman, and Boneau/Bryan-Brown.

CLASSROOM DISCUSSION

Define these terms: “Broadway,” “Off-Broadway,” and “touring productions.”

Define the role of the investor.

Define the responsibilities of the following people in a commercial production: producer, associate producer, attorney, accountant, general manager, company manager, group sales manager (or company), press agent.

Who are the key members of the production team for a Broadway musical?

What are the roles of the advertising and marketing companies for a commercial production?

Booking Agencies

Alison Spiriti, a commercial presenter, asserts, “The Broadway booking agencies I generally work with have a president, under which is a director of Equity tours and a director of non-Equity tours.106 Several booking agents work under the directors. Each agent has a territory in which she ‘sells’ the shows to presenters.”107 Simma Levine, president of On the Road, a theatrical booking agency owned by Richard Frankel Productions, Scorpio Entertainment, and Mare Routh Productions, shares her organizational chart on page 45.108

On the Road has a president, director of booking, director of operations, and booking agents. Levine stresses that the “president of a booking agency is responsible for overseeing all aspects of booking multiple tours; project development and acquisition; and long-range planning. Included in these duties is supervising the negotiations of all booking agreements between producers and presenters. She is also ultimately responsible for the budget of her company. The director of booking oversees the booking and management of all non-Equity productions, Equity tours, and other attractions. Together with the president, the director of booking also oversees and attends regional booking conferences and maintains the presenter database. The director of operations, along with the contract manager, contracts all tour engagements, which involves managing the flow of ticket sales and expenses, updating contract status reports, providing daily tour reconciliations (how much money is generated at the box

office), and issuing as well as managing contracts between the producer and presenter. The managerial assistant oversees the Web site and the brochure production and distribution process for each season, and is also entirely responsible for managing all of the regional booking conferences. Finally, under the supervision and guidance of the booking director, the booking agent sells and services presenters with a roster of attractions, gains an understanding of the specific geographic region in order to appropriately book and route the shows, negotiates engagement expenses, and attends regional booking conferences.”109

Fig. 1.18. On the Road Organizational Chart
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Commercial Presenting Organizations

Live Nation is one of the most prominent commercial presenting organizations on the road.110 lts theatrical division is based in New York, with regional offices across the United States and in Toronto, Canada. The New York office oversees and manages the programming, booking, budgeting, and overall management of its Broadway Across America series in fifty markets. The regional offices are responsible for the day-to-day operations in running the Broadway series, selling the tickets, managing the load-in and load-out of the shows, settlements, and partner relations (please see chapters 9 and 11 for a detailed description of the load-in and load-out and settlement processes). Live Nation’s partners are nonprofit and commercial presenting organizations that participate in all decisions that are made (programming, marketing, and financial). Commercial presenters differ from nonprofit presenters in that their major goal is to make a profit; however, commercial and nonprofit presenters are structured in much the same way.111

Theater Owners

Terry Byrne provides us with an organizational chart of a commercial Off-Broadway theater on page 46.112 The key three staff members of the Westside Theatre are the general manager, the operations manager, and the box office treasurer. “The general manager is the supervisor for all of the theater staff. It is the general manager who has the chief responsibility for staffing the theater; hiring the support staff (including the attorney and accountant); reviewing and executing contracts; administering health plans, retirement plans, tax matters, and payroll matters; making decisions relating to insurance; and, in consultation with the operations and building managers, hiring contractors and vendors to maintain, improve, and service the building and systems.

“The theater’s operations manager is responsible for maintaining the theater’s schedule, including rehearsals, technical maintenance calls, and performances. The operations manager also schedules other uses of the theater and lounge spaces, including readings, auditions, college showcases, and rentals. Finally, the operations manager schedules all repairs, replacements, and maintenance projects for the physical plant. In addition to maintaining the schedule, the operations manager has the responsibility of maintaining all licenses and permits for the theater; serves as the information technology expert; supervises the building manager and house manager; and assists the general manager with producer settlements, box office reconciliation, payroll, and paying bills.

Fig. 1.19. Westside Theatre Organizational Chart
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“The box office treasurer is responsible for the oversight and reconciliation of all ticket sales and box office accounts, as well as the  supervision and scheduling of assistant box office treasurers and ticket sellers. The treasurer at the Westside Theatre oversees two shows’ accounts and acts as the bookkeeper on both. He is the liaison with the ticket servicing center (in our case, Telecharge) and handles all communication with respect to setup and configuration of each theater; performance scheduling; ticket pricing; discounts; and customer service information that appears on the Telecharge Web site and is disseminated to ticket sales personnel. The treasurer creates a weekly ‘boss’ report that summarizes sales, deposits, and payables for each sales account (Telecharge, group sales, brokers, discounts, company charges, etc.) within the system, and produces a separate report that details the group sales activity from week to week. The box office treasurer supervises his staff in the creation of credit card activity reports and reconciliation of daily sales activity and daily deposits. He is also responsible, along with his staff, for the approval of performance reports [box office statements].”113

CLASSROOM DISCUSSION

Define the various positions found within a booking agency

Name the staff members found in a commercial Off-Broadway theater and describe their responsibilities.
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CHAPTER TWO



Mission, Vision, and Strategy

In this chapter, we discuss nonprofit mission, vision, and strategy. We will define these terms in the first section. Next, we will examine the importance of understanding an organization’s core values in the development of good mission statements. We will study the process of establishing mission and vision statements, setting mission-oriented and visionary goals, and evaluating the mission and vision statements for effectiveness. We will also explore the roles of the board, management, artists, and the artistic-managerial leadership in executing the mission and vision of the organization; the distinction between management and leadership; and the process of strategic planning in achieving vision through the setting of mission-oriented goals.1

DEFINITIONS: MISSION, VISION, AND STRATEGY

Robert Lynch, president and chief executive officer of Americans for the Arts, defines mission, vision, and strategy in the following manner: “The mission or purpose of an organization should state why the organization should exist, say for whom it exists, and suggest the goals or end results it will try to achieve. The mission is used to carry out the vision of the organization. The vision is the leadership’s picture of how things will be or can be in the future. It is a hope for something great, but may not be realized. And finally, a strategy is the overall approach or method for the use of resources.”2

Nancy Umanoff, executive director of the Mark Morris Dance Group, defines these terms for her organization: “The mission is the stated purpose of the organization, the reason for its existence. Our mission is: ‘To develop, realize, promote, and sustain dance, music, and opera productions by Mark Morris, and to serve as a cultural resource that both engages and enriches the community.’ Vision flows from an individual—the artistic director or the founder of the organization. The artistic director’s vision describes his future for his art form. Morris’s vision is to continually work with brilliant artists to create new works of great acclaim, to attain eminence within the fields of dance and music, and to sustain a physical plant [building] where people from all walks of life can come together to experience art. Strategy is the method or plan by which we connect this vision to mission and realize it. In our organization, we ask these strategic planning questions: How does the artistic vision translate to reality? How do you apply it throughout the organization to achieve your goals?”3

Another example comes from the New Federal Theatre and its visionary leader and founder, Woodie King, Jr. New Federal Theatre’s mission is to “integrate African-Americans and women into the mainstream of American theater.” King contends, “Vision is a reflection of the theater’s leadership. The organization may have the same mission, but the vision will change, depending on the leader. The strategy is a plan; having a strategy has allowed us to produce continually for thirty-five years. Our strategy consists of the things we do and the decisions we make in selecting the right kind of plays written by African-Americans and women. We then negotiate the theatrical terrain to make sure the plays and the artists are integrated into the mainstream of American theater.”4

Kate Maguire, executive director of the Berkshire Theatre Festival (BTF) in Stockbridge, Massachusetts, defines her organization’s mission and her role as a visionary leader: “The Berkshire Theatre Festival’s mission is to sustain, promote, and produce theater through performance and educational activities. The mission of the BTF was established seventy-eight years ago by founding members Alexander Kirkland and Eva LaGallienne and their board of trustees. Just as it was with my predecessors, it is also my role to create a vision that will sustain, promote, and produce theater through performance and educational activities—all for the public good. Three years ago, I wrote a vision plan for the organization. I spoke of several components and ways to make manifest our mission. In order to sustain and promote our mission, I spoke of creating plays on our stages that would not only recognize our venerable past, but that would provide a home for the next generation of creative artists as well. I spoke of developing our programs for students in order to sustain our educational component. By envisioning a future filled with performance and educational mission-oriented goals or outcomes, the organization was then able to strategize or plan how to accomplish them.”5

Nigel Redden, director of both the Lincoln Center Festival (New York) and the Spoleto Festival USA (Charleston, South Carolina), has a different view regarding vision. “I would hope that a vision is not made by one person. I think that the performing arts are essentially a communal activity; that’s the wonderful thing about them. You can be a visionary painter and be off by yourself; you can be a visionary writer and sitting in a cab. It’s very difficult to sit by yourself if you’re running a performing arts organization. You’re inevitably working with other people, which I think is sort of the charm of it all. The leader of the organization obviously has more opportunity to change the organization in one way or another, and obviously, in a startup organization, the leader forms the vision. If there isn’t a shared vision within the organization, then it is very difficult for the leader to get his point of view to work. Because if you can’t get the people you are paying to agree with you, then how can you get the people who are paying you to agree with you?”6

Maguire describes the process of merging of mission, vision, and strategy: “We have a mission of producing theater. One of the ways in which we accomplish this is by creating new work (this is a mission-oriented goal or outcome). I want to create an environment where we can develop new work— this is my ongoing vision. In order to carry out this vision, we need a strategy or plan. For example, during our recent planning process, we determined that we needed to provide workshop time and space for a new production during our off-season. We would then have the option to move the play to full production in the summer. (The active season of the BTF is from May to June, when we produce ten plays on our two stages.) We already own property that includes performance facilities, as well as housing and rehearsal studios. However, in order to workshop new plays in the winter, we realized we would need to provide heat in our buildings. We also realized that, if we were going to operate the buildings on a year-round basis, we would need to expand maintenance staff. Furthermore, we determined that, with the support of a new marketing director, we could develop a marketing plan to publicize our new ability to develop workshops and performance in the off-season. These needs set in motion a budgeting process and a fundraising plan to heat two rehearsal studios, renovate two housing units, and create a salary for a new marketing director. From beginning to end, the project took two years to strategize, reach our fundraising goals, and ultimately complete the first workshop.”7

CLASSROOM DISCUSSION

Define and give examples of these terms: “mission,” “vision,” and “strategy.” How do mission, vision, and strategy merge?

UNDERSTANDING CORE VALUES

Kate Maguire’s strategy for implementing her vision of creating an environment to develop new work allows her to fulfill her purpose or stated mission. Before an organization can undergo the process of creating a mission, vision, and strategy for implementation, the organization must understand its core values. Core values encompass the belief system of the organizational stakeholders: the board, staff, audience, donors, etc. These values are guiding principles that do not need to be justified; they are widely held beliefs and are at the center of every mission and vision statement. Mission and vision statements are articulations of the organization’s mission and vision. The core values of an organization must be reflected in the mission and vision statements.

Core values influence every decision and goal concerning art form and presentation, community served and educational outreach, and even the degree to which the organization utilizes cultural and racial diversity in its casting and hiring practices. In the following section, five visionary leaders—Paul Tetreault (Ford’s Theatre), Kate Maguire (Berkshire Theatre Festival), Mary Rose Lloyd (The New Victory Theater), and Joseph V. Melillo (Brooklyn Academy of Music)—discuss core values and their relationship to art form and presentation, community served and educational outreach, and diversity.

Art Form and Presentation

Ford’s Theatre’s mission is “To celebrate the legacy of President Abraham Lincoln and explore the Americanexperience through theatre and education.”8 Core values at Ford’s Theatre clearly embrace the need to honor President Lincoln’s legacy through theater and education. A specific type of programming is valued by the stakeholders at Ford’s Theatre and guides every programming decision. Ford’s Theatre’s producing director, Paul Tetreault, provides an example: “We at Ford’s Theatre want to speak to the American experience. In the spring [of 2006], we are producing a revival of Shenandoah, a musical that first appeared on Broadway in 1975. Shenandoah has not had a major revival in nearly twenty years, and it is a quintessentially American play. It is set during the Civil War when Abraham Lincoln was president of the United States, and it touches on imperative issues, speaking with an American voice created through and by American artists. This musical, written as a response to the Vietnam War, is the story of a Virginian farmer who does not want to fight in the Civil War, a war in which he does not believe. And, essentially, the musical asks, ‘What is worth fighting for?’ and ‘What is worth losing your family for?’ Ultimately, Shenandoah is so poignant because its themes transcend the boundaries of a certain time period. More than three decades after the show was originally produced, we find ourselves in a similar situation, asking all-too-familiar questions.”9

The Berkshire Theatre Festival also recognizes a specific type of programming as a core value and central to its mission. Maguire explains, “On our stages, we present the classics as well as new work and readings throughout the year. The BTF has presented premiere work by some of the country’s most celebrated playwrights: Thornton Wilder, Terrence McNally, Robert Sheridan, Craig Lucas, Beth Henley, Eugene Ionesco, and William Gibson. Actors Al Pacino, Anne Bancroft, Dustin Hoffman, Jamey Sheridan, Katherine Hepburn, Holly Hunter, Louis Gossett, and Frank Langella represent some of the talent that performed at the BTF before they became ‘stars.’ Directors John Rando, Michael Greif, John Tillinger, Arthur Penn, Scott Schwartz, Josephine Abady, and Gordon Edelstein were considered ‘young directors’ when they first worked at the BTF. Eight years ago, the board and staff recognized the need to support and provide a home for emerging ideas and artists and built what is our current Unicorn Theatre.10

“We also embrace the word ‘festival’ and understand it to mean that the selection of plays and work is eclectic; our seasons vary in terms of style and content of production. Audiences may expect to see work as varied as August Strindberg, Stephen Sondheim, Lillian Hellman, and Charles Ludlam. Styles employed by directors and actors vary, with some directors basing their work on traditional forms, others using techniques from schools of the avant-garde.”11

The New Victory Theater provides another example of core values in artistic programming. “We program the best professional, illuminating, noncondescending work for young audiences that we can find worldwide,” states Mary Rose Lloyd, director of programming. “The New Victory Theater is a multifaceted presenting theater. We curate seasons of national and international theater, dance, music, puppetry, and circus arts for young audiences and families. Typically, we include eleven or twelve shows per season, and we must have seen each piece before we can consider it for presentation. Overall the work must have strong production values and be thought-provoking, surprising, sophisticated, humorous, or all of the above, and relate to both the child and the adult/parent on various levels. Many adults actually come to the New Victory on their own, without kids. Over the years since we’ve opened, our programming has received eighteen Drama Desk nominations in categories for both Broadway and Off-Broadway shows.12

“Some young audience programmers feel they must look for ‘plays about math,’ for example, so that they can link the work to the public-school curriculum. This isn’t our first consideration. It’s our job to help teachers make a curricular connection to the work. [For more information about performing arts education, please see chapter 8.] We don’t ‘just’ have an education program, nor can we be classified as ‘just’ a kids’ theater. We are a theater presenting wonderful performing arts for young audiences, and we have a fantastic education program that supports that work. The two are completely integrated.”13

Community Served and Educational Outreach

The relationship between the organization and the community is also a core value that should resonate in the mission. Paul Tetreault talks about the audience of Ford’s Theatre: “We serve two communities: the community of the Greater Washington area and the public that comes from around the country. One-third of our audience is made up of people from out of town. One of our core values is to understand the role that Ford’s Theatre plays as a national institution. If you respect the position of Ford’s Theatre and its history, you must recognize the necessity of producing quality work on the stage. We have a responsibility to produce something significant for all who come to see a production, hoping that our audience members will take the Ford’s experience back to their respective communities and ultimately embrace theater as an art form in those communities.”14 The stakeholders at Ford’s Theatre believe that creating exceptional work for a national audience will ultimately affect the quality of theater nationwide. In other words, producing quality theater will help to educate the audience.

More and more, performing arts organizations recognize the importance of educational outreach as a core value. Educational outreach involves designing educational programs for children and adults. Kate Maguire discusses the ways in which creative expression and its manifestation through educational outreach is central to her mission: “We understand the value creative expression brings to the spiritual life of our community. We know the theater can provide a doorway to growth for young people, and so the BTF provides an extensive program for young students. Annually, we teach and work with five thousand local schoolchildren through a curriculum-based playwriting program and tour component.”15

Diversity

Diversity practices in the performing arts accept the contributions of all individuals, regardless of race, gender, sexual orientation, or cultural background. These practices influence casting, programming, selecting board members, hiring staff, and generating audiences. As a “preeminent progressive performing arts center” (according to its mission), the Brooklyn Academy of Music (BAM) embraces diversity as a core value.16 When Joseph V. Melillo programs for the Brooklyn Academy of Music, he recognizes that “Brooklyn has the one of the largest African-American populations of any county in the United States of America.” He states, “In a global context, I’m always looking for work that would communicate specifically to our African-American communities. We presented Tall Horse, an intra-African collaboration between Handspring Puppet Company, based in Cape Town, South Africa, and the Sogolon Puppet Company from Mali. The company was composed of white and black performers from Africa.”17

Paul Tetreault comments on the ways in which diversity practices are used in casting performances at Ford’s Theatre: “Ford’s Theatre is based in Washington, D.C., where a significant portion of the population is African-American. As such, my predecessor produced programming that would speak to this community. For example, Your Arms Too Short to Box with God and Don’t Bother Me, I Can’t Cope originated here. When I took over as producing director, I decided to employ color-blind casting for our production of A Christmas Carol, ensuring that race was not used as a criterion for selection. (Our Christmas Carol had been done with an all-white cast for nearly twenty years.) For example, each of the three ghosts was of a different race. Audience members wrote to me, expressing their disapproval of the casting without explicitly stating their apparent belief that this was—and should remain—a white show. From the letters, it became obvious that some of our audience members did not understand our reasoning for the use of color-blind casting in this classic production. In realizing our core values in terms of diversity, we needed to reach out to the African-American community in which we reside and be more representative of our community.”18

CLASSROOM DISCUSSION

What are core values?

What are organizational stakeholders?

What are some of the key core values found in Ford’s Theatre, the Berkshire Theatre Festival, The New Victory Theater, and the Brooklyn Academy of Music? How do these core values affect art form and presentation, community served and educational outreach, and diversity?

ESTABLISHING A MISSION STATEMENT AND SETTING GOALS

We have examined the core values of some of the leading performing arts institutions, as well as the way in which core values influence the mission and help establish goals for artistic form and presentation, community served and educational outreach, and diversity. Once an organization has determined its core values, it is ready to create its mission statement.

All nonprofit organizations must have a mission statement in order to become a nonprofit corporation. (Please see chapter 3 for more information on becoming a nonprofit corporation.) A mission statement is an articulation of an organization’s purpose. Kate Maguire asserts, “The mission is the reason behind all activity. A good mission statement is one that is defined and supported by the organization’s leaders. It is easily understood and is specific to the institution. It is most imperative that all board members and then ultimately staff members understand and fully stand behind the organization’s mission.”19

Arlene Shuler, president and chief executive officer of New York City Center, a nonprofit performing arts organization, states, “The mission statement needs to be broad enough to have flexibility and narrow enough to define what you are all about. You don’t want to have a mission statement that is so narrow that as times change, you have to change your mission statement. You also want to make sure that you don’t have a mission statement that is relevant to every type of organization.”20 Sean McGlynn, director of finance and strategic initiatives for the New York City Department of Cultural Affairs, maintains that “a good mission statement should set boundaries; motivate your stakeholders to support you (e.g., organizational members, funders, board members, artists, audience members); and serve as an evaluation tool (e.g., how well are we doing?).”21

Why is it important to have a strong mission statement? Robert Lynch states, ‘It’s a confusing, complex, and fast-changing world. A mission statement is a signpost, both internally and externally, that gives a clear indication of organizational direction. If clear, it then protects staff at times when a new board or board members, in their enthusiasm, want something different. And it protects the board, because they have benchmarks (standards) toward which the organization should be working.”22

Let’s take a look at Ford’s Theatre’s mission statement, as it pertains to McGlynn’s criteria. The mission statement reads: “To celebrate the legacy of President Abraham Lincoln and explore the American experience through theater and education.”23 The boundaries are clear. Tetreault can’t produce work that doesn’t celebrate the American experience in some way. Tetreault will know if he is motivating his stakeholders and meeting his goals if leading American artists want to work with Ford’s Theatre, if audiences come and see the work, and so forth.

When Paul Tetreault took over as producing director of Ford’s Theatre, he was charged with something all new leaders are faced with—creating a set of mission-oriented goals, or long-term desired reults that support the mission of the organization. Based on the core values and the mission statement of the organization, here are the mission-oriented goals he created for his theater and education programming:24

THEATER

• To revitalize classic American plays and musicals,including those that have been neglected or forgotten

• To select works that emphasize the optimism and hopefulness that distinguishes the American character

• To produce new American plays and musicals that reflect the American experience

• To serve as a national theater by producing the work of this country’s foremost writers as envisioned by our leading directors, designers, and performers

• To produce work that reflects the tremendous diversity of race and culture that is unique to American society

• To contribute to the artistic development of the Greater Washington community by investing in local artists of the highest caliber or potential

• To build our national sense of community by producing plays and musicals that explore and stimulate intelligent debate over the important issues of our time

• To cultivate the audience of tomorrow by reaching out to new, young, and underrepresented constituencies

EDUCATION

• To educate young audiences about the history,culture, and life of Abraham Lincoln as it relates to the American society today

• To incorporate the history of President Lincoln and the Civil War era into our programming on stage, in the classroom, and at the museum

• To use theater as a tool to educate students of all ages about American history and the presidency of Abraham Lincoln

• To incorporate technology, especially the Internet,to educate students across the country and around the world about President Lincoln and the Civil War era

• To serve the needs-based communities and atrisk youth in the D.C. Metro area by providing in-school programming that explores the legacy of the Lincoln presidency through the art of theater

• In partnership with the National Park Service,to maintain Ford’s Theatre as an exciting and dynamic place where all Americans can come to learn about the inspiring life and tragic death of our sixteenth president

• In partnership with the National Parks Service,to upgrade, expand, maintain, and fully utilize the museum as a major component of the new education efforts

• In partnership with the National Parks Service,to provide interpretive programming, including ranger talks, theatrical presentations, museum exhibits, and other worthwhile projects to expand and improve the visitor experience

CLASSROOM DISCUSSION

What are the characteristics of a good mission statement?

Why is it important to have a strong mission statement?

Discuss the mission-oriented goals of Ford’s Theatre and the ways in which they support the mission.

CREATING THE VISION STATEMENT

Once the organizational stakeholders can articulate why the organization exists, for whom it exists, and what it wants to achieve, the artistic and managerial leaders of the organization can begin to dream, creating a vision for the future. Paul Tetreault shares his visionary statement on pages 57-60.25

CLASSROOM DISCUSSION

According to Paul Tetreault, why is it difficult to articulate the vision for an organization?

In developing a vision statement, why is it important to gain input from organizational stakeholders?

Discuss and define the critical components of Tetreault’s vision for Ford’s Theatre.

EVALUATING THE EFFECTIVENESS OF THE MISSION AND VISION STATEMENTS

How does an organization evaluate the effectiveness of mission and vision statements? Paul Tetreault maintains, “People will teil you how effective you’ve been. And it is not just in words—they’11 tell you with their donations and their ticket-buying practices. You may also know through your media coverage (e.g., Are you being reviewed? What is the media saying about your institution?). Individual donors as well as foundation giving officers will tell you, and they usually articulate their opinions very well. They will tell you whether they like what you’re doing or not.”26

CLASSROOM DISCUSSION

Let’s examine the mission statements of two organizations. The mission of the Brooklyn Academy of Music (BAM) is “to be the globally acknowledged, preeminent progressive performing and cinema arts center of the 21st century” New Federal Theatre’s mission is “to integrate African-Americans and women into the mainstream of American theater.” To what degree do these mission statements meet McGlynn’s criteria? What are the boundaries? Who is being motivated to join, give, belong, or participate? How would you evaluate whether or not the organization is meeting its intended purpose?

EXECUTING THE MISSION AND VISION

The board of directors, managerial staff, and artists each play a role in executing the mission and vision statements of the organization. In addition, healthy organizations have an artistic-managerial team that collaborates to support the artistic process. “Across the board, you are looking for a collective embracing of the mission by artists, the management, the board, and ultimately, the audience. Actually, these four groups are joining together to create a lifecycle. They are the machinery that makes an institution thrive. If you’re lacking any one of these—artists that are good, management that knows what they’re doing, a board that provides leadership, and an audience that is supportive—then you struggle. You must have these four units working together in order to get the best results.”27 The next section is a discussion of these roles.

Board of Directors

Karen Brooks Hopkins, the president of the Brooklyn Academy of Music, and Ken Tabachnick, general manager of the New York City Ballet, provide insights into the role of the board in supporting the mission and vision of their organizations. Hopkins begins: “The board provides oversight, leadership, guidance, and support for an arts institution. You want the board to be your representative and the face of the institution, so to speak, in the community So, however you wish to portray the organization, the board becomes a vehicle for projecting an image or a persona for the institution. The board also provides fiduciary [acting in the public’s trust] responsibility for the institution’s existence, and therefore the board also represents the ethical backbone of the organization.”28

However, the board does not work in a vacuum. Hopkins continues, “It is important to have board members who are interested in the mission of the institution and also are willing to support it. And it is important for the organization to delineate how they expect that support to be delivered, whether it’s through attending X number of board meetings, X number of performances, giving a certain amount of money, or serving on a certain number of committees. Whatever the expectations of the institution are, they should be worked out with the board member in advance of his or her election to the board.”29

Fig. 2.1. Ford’s Theatre Vision Statement


A Vision for Ford’s Theatre

Vision is essential to the health and vitality of every nonprofit organization. Without it, an organization languishes in a directionless malaise that saps energy from everyone involved. With it, an organization gains purpose, energy, drive, and passion. While vision is generally defined as being a thought or concept that is imagined and immaterial, I also think of it as foresight, as a view of what an organization has the potential to be in five years, ten years—and beyond.

The mission of Ford’s Theatre is to celebrate the legacy of President Lincoln and explore the American experience through theatre and education. This statement, adopted by the Board of Trustees in 2006, is an expansion of the organization’s traditional mission. With its equal emphasis on theatre and education, the statement mandates a new vision for Ford’s. The mission statement articulates what we will do and why we will do it. Vision determines how we do it and what it looks like along the way. As the Producing Director of Ford’s Theatre responsible for both its management and programming, the most important aspect of my job is to create, articulate, promote, guide, and expedite a vision for Ford’s Theatre.

Articulating a vision is never an easy thing. It is, by its nature, elusive, consisting of the imaginative and the concrete, the tangible and the ephemeral, the practical and the idealistic, and the very specific and wildly general. It is the goal of this statement to describe my vision for Ford’s Theatre as it has developed over the past three years with significant input from the Board, artists, staff, consultants, and colleagues.

To aid in the presentation of my vision, this document has been divided into four parts: artistic, education, management, and governance. These four areas overlap and all work toward the fulfillment of the mission.

Artistic

Theatre has always been at the core of Ford’s Theatre Society’s reason for being, and, although this core is expanding to include educational programming of equal weight and stature, theatre is, and will always remain, a central component to the fulfillment of our mission. Space and time limit our ability to grow theatre-based revenues and audience, but the pursuit of excellence is an ongoing challenge. Artistic excellence on our stage is at the heart of my vision for Ford’s Theatre. It begins with programming—the selection of the plays and musicals that we produce—and, therefore, programming must be the most important and essential focus of my vision for theatre at Ford’s.

Ford’s should always produce work that is uniquely American in its expression. These can be American classics, musicals, or new work, but they must all share in common a deep understanding of, and appreciation for, what it means to be an American. This theatre has the potential to contribute to the body of dramatic literature significantly by presenting new works, such as Meet John Doe, and commissioning new works, as in the case of playwright James Still, who will write a new play about Abraham Lincoln for the 2008–2009 Lincoln Bicentennial Season.

Central to my vision for programming at Ford’s is the principle of diversity in the broadest sense of the word. Lincoln embraced all life as having worth, regardless of race, sex, social status, or education. This inclusiveness was, I believe, a key to his success as a leader and the reason that he is openly embraced by so many varied groups as this nation’s greatest leader. It seems fitting that Ford’s Theatre should champion this principle. Ford’s seeks to attract the most diverse audience possible through programming that reflects a wide range of cultural, social, racial, political, and humanitarian concerns. I am also committed to hiring a diverse company of artists, craftspeople, technicians, and support staff, as we bring this vision of humanity to life in every aspect of our work.
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