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FOREWORD


An Essential Guide for Your Performing Arts Journey


A lot has happened since the idea for this book was born: The COVID-19 pandemic forever changed the world of performing arts. Dancers, actors, set and costume designers, as well as stagehands, ushers and ticket takers suddenly were out of work. Theater and dance stages were vacated, their doors hurriedly shuttered. Although the pandemic propelled performing arts venues to move their work to the virtual stage, the void left behind by the lack of in-person connection and audience reaction was tough to fill. Against that backdrop, the world was again upended by a series of deaths of Black men and women at the hands of local police, including the murder of George Floyd in May of 2020. The death of Mr. Floyd became the catalyst for civic unrest and focused a glaring spotlight on the impact of systemic racial and social injustice in every sector of American society, including the performing arts.


Since that time, there have been calls for Equity, Diversity, Inclusion, and Access (EDI&A)—from the front of the stage to the back of the house. “Principles for Building Anti-Racist Theatre Systems” have been issued and a “New Deal for Broadway” has been signed with the Broadway League, producing organizations, casting agents, and the crafts unions. In addition, EDI&A executives have been hired to join the C-suites of some of the nation’s most prestigious performing arts institutions and training centers.


Meanwhile, many executive teams and boards of directors, both commercial and nonprofit organizations, are engaging in extensive self-reflection, and EDI&A training, revamping audience development strategies, and renewing community engagement commitments. I have worked in audience development, community engagement, and EDI&A within the performing arts community for close to forty years, and I can say with absolute certainty that the level of dialogue about these critical issues is at an all-time high.


The truth is the enormous loss of life due to the COVID-19 pandemic, as well as the racial justice reckoning, shook us all. I would like to believe that this massive response marks a humanistic awakening to the belief that all people are worthy of respect. It’s important to remember that without respecting, appreciating, and welcoming as equals the people with whom we work, do business, or seek to fill our seats, we will fall short of our mission to make the experience of the performing arts open, accessible, and welcoming to everyone.


But there also are some other reality checks in play—most notably, people of color will become the majority of the population as early as 2045. As a matter of fact, according to U.S. Census Bureau reports released in 2020, nonwhites already are the majority of the nation’s estimated seventy-four million children. That makes the need for access to arts education for public and private school students more crucial than ever if the future of our industry is to be sustained. Subsequently, that makes plans for EDI&A programs and initiatives a strategic imperative for us all.


OUR CHALLENGE AS ARTS ADMINISTRATORS


I believe one of our greatest challenges as arts administrators is to keep our eyes on the present, as well as the future. Helping to shape the future requires that we invest in the training of future leaders—the chief executive officers, chief operations officers, executive directors, executive producers, artistic directors, marketing directors, stage managers, as well as future artists. An essential part of that training will be to ensure that they all understand the responsibilities they are undertaking, as well as recognize the importance of building a culture of EDI&A at every level within their institutions.


That’s why I believe this book, Performing Arts Management: A Handbook of Professional Practices, is the essential primer and guide for this moment, as well as for charting our future. Full of insights for both entry-level, as well as seasoned arts administrations, this book represents the collective wisdom and expertise of more than 150 performing arts management professionals.


Based on in-depth interviews with leaders in producing and presenting organizations, both commercial and nonprofit, throughout the United States, it offers hundreds of practical methods for addressing a broad array of issues that can occur within the workplace.


This book also answers many important questions and offers suggestions, including:


• How do core values, mission, vision, and strategy converge?


Understanding an organization’s core values and mission and solidifying a vision are key steps marking the difference between whether your organization will be managed or led. The book looks at how to evaluate your values, establish a mission statement, create a vision, and begin the strategic planning process.


• What are the legal and financial considerations for determining whether a performing arts organization should be commercial versus nonprofit?


In today’s post pandemic era, should arts organizations be commercial or nonprofit? What are the advantages and how do you decide? This book offers a thorough analysis of the structures of each, as well as the financial and tax implications.


• Why is a board of directors important and how do I create a fundraising plan?


The role of the board of directors is one of the most important to understand when it comes to assessing the viability of performing arts organizations. That’s because the key role of the board is fundraising and developing the most effective strategies for achieving fiscal goals. The book examines the board’s legal, fiscal, and governance responsibilities.


• How do I market my organization and what about ticket sales?


The book offers very helpful marketing strategies for any entry-level administrator or someone taking over the marketing department for their organization. It covers online platforms, social media, and digital advertising. Arts marketers need a wide assortment of tools and strategies to effectively compete for the attention of an audience that has lots of choices for culture and/or entertainment.


• What are recommended best practices for dealing with labor unions?


The book discusses the important role of unions and artists associations, offering rare insights into the purpose and function of these organizations. Thoughts about contract negotiations and bargaining agreements are all discussed.


• How well do you know your facility and its operation?


The most effective facility managers know every facet of the operation and can pinch-hit or pull in the right person at a moment’s notice. The book points out the need to understand the importance of this role and how it supports both the staff and artists—from managing calendars to operating spaces.


• Getting on-the-job training through internships. Internships and mentorship programs are more critical than ever; especially when it comes to recruiting diverse applicants. The most effective programs are fellowships and paid opportunities for learning. The book’s concluding focus on the next generation of arts administrators and how they can enter the field is encouraging, and it provides information about the type of training opportunities that exist.


PERSPECTIVE, HEARTS, AND MINDS


The performing arts are pure joy! At the same time, they remain one of our few opportunities as citizens to come together and share an experience that potentially expands perspectives, opens hearts, and changes minds. That makes the role of arts administrators, performers, and artists more important than ever. They are truly essential workers.


Whether you are just starting on your performing arts education journey, or you are seeking to learn how your colleagues have tackled similar challenges, I believe Performing Arts Management: A Handbook of Professional Practices is the best possible and essential guide. I hope you will find it to be instructive, insightful, hopeful, and encouraging.


—Donna Walker-Kuhne, Esq.
President, Walker International
Communications Group, Inc
Adjunct Professor, New York University
and Columbia University
Author of Invitation to the Party: Building
Bridges to Arts, Culture and Community and
Champions for the Arts: Lessons and Successful
Strategies for Engaging Diverse Audiences




CHAPTER 1


Performing Arts Management: Nonprofit and Commercial Models


Performing arts managers lead and manage theaters, performing arts centers, symphony orchestras, 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 invest 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. 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


The following sections will discuss the differences and similarities of the nonprofit and commercial performing arts sectors concerning goals, artistic process, legal structures and governance, and budgeting methods.


GOALS


As mentioned previously, nonprofit organizations are organized to serve the public and must have a stated public purpose. This public purpose informs the nonprofit’s mission; the mission is the guiding principle of the organization.3 Within the parameters of the mission, the nonprofit organization can set goals, which are the desired results that an organization strives to attain. The mission of the organization can inform 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; developing 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 missions, 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 San Francisco Ballet and the Bill T. Jones/Arnie Zane Dance Company serve their respective missions through such activities as producing premieres of dance productions, which may then be presented at such venues as the Brooklyn Academy of Music. Nonprofit opera companies, such as the Santa Fe Opera in New Mexico, fulfill their missions by producing acclaimed revivals and world premieres of opera productions. The Cleveland Orchestra and the New York Philharmonic, both nonprofit symphony orchestras, serve their communities and advance their missions through producing symphonic concerts. Although their arts forms may differ, all of these organizations are nonprofit organizations.


In addition to being nonprofit organizations, the Guthrie Theater, Ford’s Theatre, San Francisco Ballet, Bill T. Jones/Arnie Zane Dance Company, the Santa Fe Opera, the Cleveland Orchestra, and the New York Philharmonic are also 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 performance in one of its venues or in a venue it rents for that particular show for a specified run.4


In contrast, the Brooklyn Academy of Music is primarily a nonprofit presenting organization. “Presenting organizations purchase a series of pre-packaged [pre-produced] 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 Playhouse Square in Cleveland, Ohio, and Ruth Eckerd Hall in Clearwater, Florida, are additional examples of nonprofit presenting organizations. Some nonprofit presenting organizations also produce work, and some nonprofit producing organizations may present performances.


Commercial productions have very different goals from nonprofit organizations. Commercial producers organize the project (known as the “property”), find investors who put up the money for the project, and either manage it or, most frequently, hire a general manager to manage the project. “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, former managing director of the Roundabout Theatre Company, a nonprofit producing theater.6 “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.”7 Tom Proehl, former 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 producers 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.”8 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.9 Sean Patrick Flahaven, former 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 also make something with artistic integrity.”10


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.”11


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 half of the profits 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 Columbia Artists, 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 are programming or booking 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 commercial production?


• 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’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.”12 In executing this mission, the organization “seeks [to program] the highest quality of offerings available.”13 According to Gina Vernaci, president and chief executive officer for Playhouse Square, “The programming process begins with figuring out what the needs of the resident companies are. Resident companies have a permanent performing status with the presenter and appear at the venue every year.”14 Once the resident companies have selected their performance dates, Vernaci’s staff 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.”15 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, supporting 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 home for adventurous artists, audiences, and ideas.”16 Joseph V. Melillo, executive producer emeritus, 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.”17 Vice president and 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.”18


A nonprofit producing organization’s artistic season of shows 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.’19 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.”20


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.”21 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.”22 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 are programming or booking a series of events or a season to make a profit.) Alison Spiriti, former 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.”23


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 a less 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.24 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.”25


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; the nonprofit corporation’s tax-exempt status is designated by the federal government, and 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.”26 James Patrick, former 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 for establishing the executive committee, which is usually comprised of all of the chairs of the subcommittees.27 Board members may be appointed by a nominating or governance committee of the board.28


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.29 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 season or be involved with the day-to-day running of the organization.”30


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 about half 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 significant percentage of the profits after recoupment. To avoid unlimited personal liability, the general partners or producers may incorporate, so that their corporate status (the corporate shield) protects their personal assets.


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, ongoing 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 (commercial) performing arts venture may be formed.


BUDGETING METHODS


Nonprofit organizations generally budget for a full year, but the majority of income and expenses falls within a performance season, 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.”31 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 and utilities); production-related (expenses directly 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).”32


Gina Vernaci describes her budgeting process: “In a nonprofit presenting organization, like Playhouse Square, the process begins with the calendar. We program eleven stages 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 [producing organizations], 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.”33


For each show that Vernaci’s staff 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.34 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.”35


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, especially over multiple seasons, 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.”36 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.”37


In the commercial world, there are no tax-deductible contributions to fill the gap. If a show isn’t earning a profit from ticket sales, 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 funded 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.”38


CLASSROOM DISCUSSION


• How do managers structure their budgets?


• 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 and organizational structures. 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, there are approximately 2,800 dance ensembles in the United States. Of these, approximately 460 are fully institutionalized, with paid staff, salaried dancers, and a track record of regular productions over time.39 The annual budgets of these dance companies range from $64 million to less than $25,000. Small dance companies of all kinds, with budgets less than $500,000, account for 62 to 70 percent of Dance/USA’s membership, and over 90 percent of dance companies in America.40


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 approximately 1,600 symphony, chamber, and youth orchestras in the United States.41 More than 2,000 organizations and individuals belong to the League of American Orchestras. Member organizational budgets range from over $100 million to less than $30,000.42 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 168 professional opera companies operating in fifty-one states and territories throughout the United States and Canada, with collective budgets exceeding one billion dollars.43 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.44 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 Seattle Opera, and the Minnesota Opera are examples of opera companies that produce their work within a season.


Theater Companies


In its latest Theatre Facts report, Theatre Communications Group, a national service organization serving nonprofit American theater companies, examined fiscal data from 1,759 professional theaters, ranging in budget size from less than $500,000 to more than $10 million (and some in the tens of millions).45 This report shows the size and breadth of the field of professional nonprofit theater. 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.46 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 Professionals (formerly the Association of Performing Arts Presenters, also known as APAP). APAP has approximately 1,600 members.47 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 acting as resource for the performing arts field and helps to raise awareness on federal policy areas that affect APAP members.”48 Additionally, both for-profit and nonprofit presenting organizations may be members of the Independent Presenters Network (IPN). All of the organizations in the IPN come together to collectively invest in and book Broadway shows throughout North America and Japan.49


COMMERCIAL ORGANIZATIONS: ORGANIZATIONAL TYPES


Following our discussion of nonprofit organizations, we will now examine commercial organizations. (More detailed information about commercial organizations may be found in chapter 4.) We will examine 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 Sixth and Ninth Avenues from 41st Street to 65th Street.”50 To be considered a Broadway theater, the theater must seat more than 499 people. There are forty-one Broadway theaters in New York, including the Al Hirschfeld Theatre, the Gershwin Theatre, the New Amsterdam Theatre, the Shubert Theatre and many more.51 (Six of the theaters in the Broadway box are owned by nonprofit organizations: Manhattan Theatre Club’s Samuel J. Friedman Theatre; Roundabout Theatre Company’s American Airlines Theatre, Stephen Sondheim Theatre, and Studio 54; Lincoln Center Theater’s Vivian Beaumont Theater; and Second Stage Theater’s Helen Hayes 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 own or 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.52 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, and New York Theatre Workshop.53)


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.


CLASSROOM DISCUSSION


• List the significant nonprofit producing organizations in each producing category.


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


• What are the different types of nonprofit presenting organizations?


• Who are the artistic and managerial leaders of nonprofit presenting organizations?


• Define these terms: “Broadway,” “Off-Broadway,” “touring productions.”
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CHAPTER 2


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 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


As mentioned in chapter 1, a mission is the guiding principle of a nonprofit organization, which must be organized around a purpose that serves the public. This mission informs the organizational leadership’s vision, which is a statement outlining the future plans for the organization. This vision is made specific and attainable by the use of strategy: outlining actions to be taken in a planning document.


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, promote, and sustain dance, music, and opera productions by Mark Morris and to serve as a cultural resource to engage and enrich 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 “to integrate artists of color and women into the mainstream of American theatre by training artists for the profession, and by presenting plays by writers of color and women to integrated, multicultural audiences—plays which evoke the truth through beautiful and artistic re-creations of ourselves.”4 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 since 1970. 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.”5


Nigel Redden, general director of 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


Kate Maguire, artistic director and chief executive officer of the Berkshire Theatre Group (BTG) in Stockbridge, Massachusetts, 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. 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 BTG 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. But 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 underlying 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 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 Group), 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 American experience 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 director, Paul Tetreault, provides an example: “We at Ford’s Theatre want to speak to the American experience. We produced a revival of Shenandoah, a musical that first appeared on Broadway in 1975. Shenandoah had 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 found ourselves in a similar situation, asking all-too-familiar questions.”9


The Berkshire Theatre Group also recognizes a specific type of programming as a core value and central to its mission. Maguire explains, “We 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.”10


The New Victory Theater provides another example of core values in artistic programming. “We program the best professional, illuminating, non-condescending work for young audiences that we find worldwide,” states Mary Rose Lloyd, artistic director of New 42nd Street, which created the New Victory Theater. “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 fifteen to twenty 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 preferably 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, our artistic programming has received eighteen Drama Desk nominations in categories for both Broadway and Off-Broadway shows. In 2012, we received a special Drama Desk Award for ‘providing enchanting, sophisticated theater that appeals to the child in all of us, and for nurturing a love of theater in young people.’11


“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. We don’t ‘just’ have an education program, nor can we be classified as simply 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.”12


Community Relationships 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 a necessary art form in those communities.”13 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 BTG 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.”14


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. The Brooklyn Academy of Music (BAM) embraces diversity as a core value. When Joseph V. Melillo programmed for the Brooklyn Academy of Music, he recognized 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.”15


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 revived this practice. For example, I asked director Sheldon Epps to remount his version of Twelve Angry Men at Ford’s Theatre. In this production, half the jurors were cast with African American actors, and half with white actors. This use of color-conscious casting allowed us to revive this classic American drama in a way that is relevant to the community we serve.”16


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 Group, 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


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.) As mentioned previously, a mission statement is an articulation of an organization’s public 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.”17


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.”18 Sean McGlynn, former 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?).”19


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.”20


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.”21 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 stake-holders and meeting his goals if quality artists want to work with Ford’s Theatre, if audiences come and see the work, and so forth.


SETTING MISSION-ORIENTED GOALS


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 results 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:22


THEATRE


• 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 theatre 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 at-risk 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?


• Let’s examine the mission statements of two organizations. The mission of the Brooklyn Academy of Music (BAM) is “to be the home for adventurous artists, audiences, and ideas.”23 New Federal Theatre’s mission is “to integrate artists of color and women into the mainstream of American theatre by training artists for the profession, and by presenting plays by writers of color and women to integrated, multicultural audiences - plays which evoke the truth through beautiful and artistic re-creations of ourselves.” 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?


• 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 in figure 2.1 on pages 17–20.24


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 tell you how effective you’ve been. And it is not just in words—they’ll 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.”25


CLASSROOM DISCUSSION


• 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.


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.”26 The next section is a discussion of these roles.


Board of Directors


Karen Brooks Hopkins, the president emerita of the Brooklyn Academy of Music, and Ken Tabachnick, former general manager of the New York City Ballet, provide insights into the role of the board of directors, who are financially and legally responsible for the organization, in supporting the mission and vision of their organizations.27 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 Come From Away, and commissioning new works, as in the case of playwright James Still, who wrote 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.


While what we produce is key, how we produce it is equally important to our success. I envision Ford’s as a theatre that attracts leading directors, actors, designers, and craftsmen from across the country. In order to attract top-level talent, we need to provide artists with the ability and resources to realize their own visions. We must offer competitive wages, an outstanding support staff, a comfortable working environment, high-quality materials, and state-of-the-art facilities in order to create a home that is welcoming and supportive.


I envision Ford’s as, essentially, a national theatre. With our unique position in American history, our extraordinary ties to the federal government, and the historic nature of our producing venue, we have unmatched potential to become a cultural destination for all Americans. With productions of plays and musicals such as State of the Union and Shenandoah, we have the ability to contribute to the national debate regarding the great issues of our time, in ways both constructive and healing.


Ford’s also has the distinct responsibility to nurture and develop the talent of those artists who live and work in Washington, as we have done with this season’s completely “homegrown” production of August Wilson’s Jitney. Artists nurtured by Ford’s can go on to take their place in the national theatre community, returning to Ford’s time and time again as the place that gave them support.


Finally, Ford’s can set the artistic standard and provide leadership to the Washington theatre community. I envision our staff establishing productive, collegial relationships with their counterparts at other local theatres, believing that a healthy and thriving theatre community helps us all.


Education


While growth in the theatre is limited, educational programming provides Ford’s with an extraordinary and relatively open-ended opportunity for expansion. Until recently, education at Ford’s had not been pursued as a separate venture. We do not have a Director of Education or a Department of Education, but all of that is about to change in exciting and profound new ways.


An education department at Ford’s will provide unprecedented educational opportunities in American history, specifically using Abraham Lincoln, his presidency, and the Civil War as a point of departure. By tapping into our theatrical talents and master storytelling skills, Ford’s will present history and the social sciences to students of all ages in ways that are compelling, entertaining, and unforgettable.


I envision an education program that is based at our Tenth Street “campus”—including the Theatre, Petersen House, and the new education center to be located directly across from the Theatre—and which, through the Web and off-site programming, also reaches into classrooms across the nation.


I embrace the concept of a Ford’s Theatre website that is the “go-to” website for students who wish to learn about Lincoln, his presidency, the Civil War, and Lincoln’s legacy. This imaginatively designed website will provide access to an inexhaustible amount of information for students and will include teaching curriculums and programs for educators. It will provide an exciting and interactive way to engage students in the pursuit of the values of this country’s most important President and his unparalleled examples of leadership and moral vision.


Theatre is also an extraordinary teaching tool, and I envision the creation of a number of original theatrical presentations that present directly relevant historical information through theatrical storytelling, along the lines of the highly successful One Destiny. Creative dramatics and work with visiting artists will also serve as the foundation for on- and off-site classroom experiences designed to give students an experiential understanding of the challenges that President Lincoln faced during his presidency. These plays would supplement those which we already produce, which often indirectly explore aspects of the presidency and the social concerns confronted by Lincoln—and by Americans still today.


As part of the new Department of Education, I envision a reimagined museum. Visitors would begin their journey in the newly redesigned museum in Ford’s Theatre, which will provide them with a context for their visit to Ford’s by telling the story of Washington, D.C., as it was during Lincoln’s presidency. Visitors would then move into the theatre for a presentation that focuses on the tragic events of April 14, 1865. They would continue their journey across the street at the Petersen House, where they would learn more about Lincoln’s final hours. Visitors would end their journey in the education center with changing exhibitions that explore Lincoln’s legacy and the lasting effect his presidency—and its untimely ending—has had on our country. New classrooms will offer additional opportunities for families to explore Lincoln’s legacy through a variety of theatre and creative dramatics-based opportunities.


Finally, I envision an education program that reaches deep into the underserved and underprivileged communities of the greater Washington, D.C., area. By providing after-school programming, artist residencies, and creative competitions, Ford’s Theatre will be able to impact positively the lives of many young students who might otherwise be defeated by the barriers of poverty, crime, and a lack of educational opportunities.


In the future, Ford’s will become a place where scholars and future leaders of America can come to study the great lessons in leadership that Lincoln’s presidency offers. It is my hope that this “Leadership Institute” will ultimately become a place that will train future leaders to be the most effective and inspiring leaders possible.


Management


The best programming cannot exist without great management. It is management’s job to provide the resources for the programming: to develop, prepare, produce, maintain, and promote the work that Ford’s presents on its stage, on the Internet, in the museums, and in the classrooms.


First and foremost, I am committed to economic sustainability and fiscal responsibility. Management will always work with a balanced budget, which is the foundation of fiscal responsibility. I also plan to increase the reserves substantially, which is a necessary component of economic security and sustainability.


Great management begins with a great staff, and I want to assemble a staff that will be the envy of the American theatre. The senior staff will be the leaders of the theatrical and educational communities, bringing to Ford’s unique abilities and experience in finance, marketing, development, press relations, general management, audience services, education, and artistic management. In the coming years, I see us significantly increasing the size of our staff to reflect the expansion of our mission. Within the next several years, I anticipate hiring a Director of Education, as well as Associate Directors of Education in Theatre and Museums. We will also need to expand our Development and Communications Departments to provide our programming with maximum funding and earned income. The expansion of staff will require the expansion of space and support materials, all of which are covered in our plan to purchase the property at 514 Tenth Street.


Ford’s has a unique relationship with the National Park Service. My vision for Ford’s is to create a better-integrated institution that works more collaboratively with the NPS in order to create a fully seamless sense for the public as to where the “historic site” ends and the “theatre” begins. I see Ford’s working with the NPS to design more effective presentations and exhibits, as well as a more polished and welcoming historic site.


Governance


As a not-for-profit organization, Ford’s relies on governance by the Board of Trustees. No vision of this organization can be considered complete without addressing the place of the Board in that vision.


I see the Board as an active, essential partner in maintaining, nurturing, and developing a healthy organization. By working with senior management to plan for the future, establish broad managerial policies, and raise the funds needed to sustain the mission of Ford’s Theatre Society, the Board fulfills a critical leadership role without which the organization cannot survive.


In no area is the Board’s involvement more critical than in that of fundraising. This is particularly true as we prepare to launch a $40 million campaign—a campaign that has no chance of success without 100 percent participation and commitment from the Board. And success is essential if we are to fulfill our newly revised and expanded mission. The additional space, renovated facilities, improved audience services, and increased endowment envisioned in the plans for the capital campaign are all foundational to the healthy growth of this institution. Without the successful completion of the campaign, I see only a period of stagnancy as Ford’s struggles to maintain the status quo.


No institution has a better opportunity than Ford’s to tap into a unique place in the national psyche in order to attract funding from an almost unlimited number of sources. We have already expanded our Board to include prominent members of the corporate and funding communities. We have planned multiple cultivation events designed to position us for a successful campaign. There is, of course, much more to be done. With the Board’s help, I want to create “Friends of Ford’s” chapters from Seattle to Orlando. I look to create a National Advisory Board of high-level supporters from all over the country. This group would be called the National Advisory Council of the Friends of Ford’s, and members would contribute $5,000 annually, in addition to attending a yearly meeting in Washington. With the active participation of the Board and the support of an effective and experienced development team, I see us increasing our contributed dollars, placing us well on our way to providing the resources necessary to make our vision of Ford’s Theatre a reality.


In Conclusion


The vision articulated in this document is only a starting place. A vision is a living, changing thing, and this vision will adapt to the challenges and opportunities that come our way.


It is also incomplete—and will remain so until action turns this vision into reality. The support, time, energy, passion, and commitment needed to realize this vision is not insignificant. It will take extraordinary effort on the part of all involved, but it will also reap extraordinary rewards for all who participate.





Tabachnick states, “One of the primary roles of the board is to help support the organization financially through personal giving or through encouragement and solicitation of other donors. One of the goals contained in our mission statement is to develop new work that draws on the creative talents of contemporary choreographers. Board members have specifically taken on obligations to help foster this goal. For example, they have instituted the New Combinations Fund (NCF), which is a group of donors who contribute money solely devoted to the creation of new choreography. There are specific events we hold for the NCF; there are specific programs that are funded by the money that they give. There are also a number of board members who contribute to the creation of new repertory by specific choreographers. There are other board members who give directly or help solicit contributions for maintenance of repertory; this maintenance is also included in our mission. Board members can be very intimately involved, either through personal giving or through active participation, in helping to raise money to support our mission.


“In addition to making contributions, board members meet to discuss the core mission: what we are trying to do and whether we should continue to be doing it. They ask the important questions: What is our vision for the future? Are we trying to effectively execute the mission in the right way?”30


Management’s Role


Hopkins maintains, “First of all, it’s management’s role to recruit and work with the board because both the senior management and the board form the collective leadership that will provide the governance, structure, and lifeline for the institution’s work. Therefore, you want management that is invested in and understands the mission of the institution. Clearly, you wouldn’t hire someone who only knew classical music to run an institution that was all about pop music unless you had a reason for specifically wanting to do that. Mainly, though, you want managers who have good management skills and are also in tune with and sensitive to the product.


“Management supports the mission [and vision] on a day-to-day basis by raising the money, doing the marketing and press, and running the finances. Senior management exists to support the mission and vision of an organization. So, for example, the job of the director of education and humanities is to run and support a program in education and humanities. That is her focus. The job of the fundraising department is to raise money for all of the productions, for the institution, and for everything that the institution is doing. Everybody, from top to bottom, is working in service to the overall mission. At the senior management level, staff is working at setting policy and strategy; at every other organizational level, staff is executing that policy and strategy.”31


Tabachnick concurs. “Management’s role—in terms of the mission—is really one of execution in that we are responsible for the operation of the company. We have to ensure that the activities are furthering the mission and leading toward the vision of the company. That doesn’t mean we’re not involved in advice about whether the mission should change or not; we do that also. But on a day-to-day basis, my job is to get choreography up on the stage, or to get ballet performances up on the stage. As a senior manager, my job is to ensure that, in the most cost-effective way, the existing choreography gets on stage in the fashion in which it was originally done. I ensure that it is maintained and preserved. I have to check and make sure that there is enough money allocated to all elements of the performance, including costume maintenance, orchestra rehearsals, and crew time to set up scenery and rehearse ballets. I have to hire artists who are appropriate for the preserved repertory that we’re doing. One of my colleagues, the director of external affairs, has to market the existing ballets, as well as market the new ballets that we’re doing. So management has a direct responsibility for achieving the mission or following through on the mission that has been approved.”32


The Artist’s Role


Hopkins explains, “The artist is the personification of the mission. I mean, without the artist, there is no reason for arts organizations to be in business. Therefore, whatever the artistic mission is, there are groups of artists or individual artists involved who reflect that mission. For example, if you have an opera company and are producing operas, the artists who are in the operas and the technical staff that run the productions are what the organization is about.”33


Tabachnick discusses the artist’s role at the Ballet: “The dancers are the tools, the actual vessels of the artistic product that we produce. Their part of fulfilling the mission is to maintain themselves in peak form to be the best tools possible for the company to do its work. In the case of the existing repertory, they need to learn the repertory to the best of their ability, to try to preserve the repertory, and to help pass it on to the next generation of dancers, who may not have been around when the original choreographers taught the piece. With regard to the second mission, the new choreography, they need to be open to whatever new ideas, new techniques, and new things are being brought in by the new choreographer who is coming to work with the company.”34


The Artistic-Managerial Team


Artists and managers rely on each other to support the mission and vision of the organization. Hopkins elaborates, “I think that the organization has to be thoughtful about the work that they put on the stage or put on the walls in an exhibition. Management needs to understand the work of their artists, and the artists need to work within the rules and context of the institution. If an institution, for example, has labor unions, the artists who are working in the institutions need to understand that there are rules and limitations, and that they have to work within these rules. If an institution is working with a certain artist, and that artist is going to need trapdoors to pop in and out of, and that’s essential to the production, then the institution has to be able to provide those materials for the artist to do his work in an effective way. And, again, when there are unrealistic expectations on either side, when there’s not a clear path for working together, problems arise.”35


CLASSROOM DISCUSSION


• What are some of the ways in which the board of directors, managers, artists, and artistic-managerial team support the mission and vision of an organization?


MANAGEMENT VERSUS LEADERSHIP


Throughout this chapter, you have heard from executive managers who are considered leaders in the field. Is there a difference between management and leadership? What are the characteristics of an exemplary manager and leader? Karen Brooks Hopkins believes that there is a relationship between the two: “Leadership is a creative process that is directed at enhancing the institution’s reputation, reinforcing its stability, and creating a path for its future. Management is involved in executing those things that leadership has articulated. Many times, the most effective managers are leaders, and the most effective leaders are managers. The point is that you have to have a vision for where you want to be and where you want to go as an institution, and then you have to get there. You need leadership not only to create that direction, but also to motivate others to follow in that direction, and to follow it in a dedicated way. In every case, the best institutions are those where managers and leaders intermix.”36


CLASSROOM DISCUSSION


• What is the difference between management and leadership? What is the connection between the two?


STRATEGIC PLANNING PROCESS


The process of strategic planning allows the organization to create mission-oriented goals that support its mission and vision. Paul Tetreault is well acquainted with the strategic planning process, having created plans for the Alley Theatre in Houston, Texas, as well as Ford’s Theatre. According to Paul Tetreault, “Strategic planning is a tool to help an organization focus its energy and ensure that members of the organization are working toward the same goals. Strategic planning might be the single most important process that any organization, for-profit or nonprofit, will ever go through.


“Tactically, strategic planning is a disciplined effort needed to assess and adjust the organization’s direction and to make decisions that shape and guide what an organization is, what it does, and why it does it—all with a focus on the future. The goal of the process is a ‘road map’ providing a clear description of the intended ‘destination,’ with signposts that will tell team members if they are on track, and a timetable identifying progress milestones. A strategic plan, when developed and implemented thoughtfully, becomes a tool that can be used to manage the organization.


“The strategic planning process itself can be as important as the strategic plan document. While it can be an overwhelming and daunting task, the activities involved often empower nonprofit staff and boards to be more effective in understanding their roles. The very practical results of strategic planning are better decision-making, enhanced organizational capabilities, improved communications and public relations, and increased public support.”37


Who Should the Planning Process Include?


Tetreault advises, “Every organization must individually decide the necessary players in the planning process. In addition to the organization’s leadership, a planning process should include all key stake-holders at appropriate points during the process. An inclusive process helps to build enthusiasm and commitment to the organization and its strategies, as well as to develop foundations for productive working relationships. In short, being part of the process ensures buy-in on the outcomes.38 Key stakeholders may include:




• Board of Directors: The role of the full board is one of governance and oversight. Its focus should remain on the overall goals and strategies necessary to achieve organizational success.


• Staff: Staff is a critical link between the visions and the everyday activities of an organization. The staff’s involvement will ensure the realism of the plan, encourage ownership of organizational vision and goals, and unite individual visions into a single collective vision for the organization.


• Clients/Audiences/Visitors: It is critical to ask and answer the question, “How well are we meeting the needs of our clients/audiences/members?”39





Ideally, the process will leverage a combination of individuals who see what the organization can be and those who ensure that the planned goals and tasks are realistic. (‘Tasks are the individual activities that serve as the building blocks to carry out a strategy.’40)


“The planning process should be managed by a formal planning team or committee. The planning committee has responsibility for directing the overall work, rather than doing all of the work. By creating initial drafts of planning documents, identifying stakeholders for input, and prioritizing or narrowing information for consideration in the process, the committee can help ensure the efficiency of the process. The planning committee should not be too large—no fewer than four, no more than ten. If you feel that more than ten members are needed, consider employing a facilitator to ensure effective use of valuable time and energy. The committee should be comprised of a combination of board and staff members, including the executive director or chief executive officer, and the individual who will write the final plan.”41


Strategic Planning Process: Ten Steps


Tetreault maintains, “Organizations should look at strategic planning as a ten-step process that will take six to eight months. The timeline and steps will vary depending on the organization and the strength of both board and staff leadership.”42


The ten-step process is as follows:


[image: image] Initial Agreement and Preparation


[image: image] Set the Foundation: Mission and Vision


[image: image] Clarify Mandates
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[image: image] Develop Goals, Objectives, and Strategies43


[image: image] Prepare a Written Plan


[image: image] Board Review and Approval


[image: image] Implementation
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Initial Agreement and Preparation


“An organization must first assess whether conditions are right for moving forward with a planning process. Most organizations will require an updated or first-time strategic plan prior to or immediately following a major organizational change. Some examples of such a change include: senior leadership change; plans for a major capital campaign; need for a facility change; or receipt of a major grant or bequest (i.e., Joan Kroc’s $1.5 billion gift to the Salvation Army).


“If this is an update or a second plan, this step might be rather brief, such as a meeting of the board of directors, or a series of focused conversations with the board leadership. If this is a first-ever plan or a plan after a lengthy hiatus from a planning process, this step could take a couple of months. However, once the decision is reached to move forward, the key is to gain consensus from the relevant participants (board, staff, and external resources) as to the substance and scope of the planning process. One will want to ensure that everyone is aligned on the following points: purpose of the effort; stakeholder buy-in; agreement on the steps; agreement on the schedule, role, function, and makeup of the committee empowered to oversee the process; and commitment of necessary resources to proceed.”45


Set the Foundation: Mission and Vision


“A good strategic plan is based on understanding your mission and vision:


Mission: Who and what are we, what do we do now, and why?


Vision: What do we want to be and do in the future?


The plan will explain how you get from where you are to where you want to be.


“An organization’s mission should be defined or reaffirmed early on in the planning process. An organization’s mission is its purpose or reason for existing. It should be defined in relation to the organization’s stakeholders. It is what you do every day. The vision should be defined for success, describing what the organization should look like as it successfully implements its strategies and achieves its full potential.”46


Clarify Mandates


“Both formal and informal mandates should be clarified, which will help inform the implications for the organization. Mandates describe an action that must be taken, or a condition that must be fulfilled. Examples of mandates might be that the organization operates within (or in association with) a university; that 50 percent of its audiences must be students; or that the physical plant is a historic structure and cannot be altered, which means relocation is not an option.”47


Assess the Environment


“A purpose of strategic planning is to bring awareness to the management of an organization. This will enable it to respond successfully to changes in the external environment (e.g., changes in audience demographics, funding opportunities, etc.). An external environment assessment provides a means for obtaining information about the organization’s strengths, weaknesses, and performance, as well as external opportunities and threats. [This analysis is also known as a SWOT analysis, which will be described in greater detail in chapter 7.] Assessment, in this context, is the act of identifying issues, both good and bad, that are currently affecting the organization, and making decisions accordingly. Any good planning process must encompass an honest assessment of the challenges one faces and the opportunities one has to ensure that critical issues that the organization faces are identified. Successful strategic planning builds on strengths, takes advantage of opportunities, and overcomes or minimizes weaknesses and threats.”48


Identify Strategic Issues


“Issues that fundamentally challenge your mandates, mission, service level, costs, financing, management, and staffing should be identified and set out clearly. This step is one of the most crucial in the planning process and, therefore, should be given sufficient time. The organization will more than likely repeat this step as issues arise through the process. Three main categories of issues include: current issues that require immediate action; issues on the horizon that require future action; and issues for which it is unclear whether action will be required.”49


Develop Goals, Objectives, and Strategies


“Even though the two terms are often used interchangeably, a goal and an objective differ greatly because of the intangible nature of the former and the tangible nature of the latter. An objective is a definite endpoint toward which efforts are aimed. A goal, on the other hand, tends to be more theoretical, an idea achieved through a set of actions, yet immeasurable on its own. For example, an objective may be to increase the amount of artistic programming produced within an institution. A goal would be to heighten the quality of artistic programming.


“Strategies are needed in order to meet the outlined objectives, and thereby fulfill certain goals. Strategy formulation is the creation of a set of methods to address each issue that has been identified so that the organization can better fulfill its mission, meet its mandates, and achieve its goals. Strategies vary by level of importance, function, and time frame. Strategies are defined by purpose, key elements, manner in which they address a specific goal, and requirements for successful implementation.”50


Prepare a Written Plan


“Once the vision and mission have been affirmed, critical issues identified, and strategies developed, it is crucial to put ink to paper. Usually one member of the planning committee, the executive director or planning consultant, will draft a final planning document and submit it for review to all key decision makers (usually the board and senior staff). This is also the time to consult with senior staff to determine whether the document can be translated into day-to-day operating plans (the subsequent detailed action plans for accomplishing the goals proposed by the strategic plan) and to ensure that the plan answers key questions about priorities and directions in sufficient detail to serve as a guide. A good strategic plan will include step-by-step actions, along with corresponding financial models. Revisions should not be dragged out for months, but action should be taken to answer any important questions that are raised at this step. It would certainly be a mistake to bury conflict at this step just to wrap up the process more quickly, because the conflict, if serious, will inevitably undermine the potency of the strategic directions chosen by the planning committee.


“Once the plan is devised and written, you will need to begin to create performance measures that will evaluate the success of the plan. Performance measures might include: acceptability by key internal stakeholders; acceptability by the general public; user impact; relevance to issue; consistency with mission; coordination/integration with other strategies; technical feasibility; cost and financing; cost effectiveness; and long-term impact.”51


Board Review and Approval


“The board of directors must officially adopt the strategic plan, including its implementation. A board review and approval process will take on the following steps:




1. Determine who needs to participate


2. Assess who will support or oppose the plan


3. Determine what can be done to gain greater support


4. Communicate with all stakeholders”52





Implementation


“The chosen strategies must be adopted throughout the entire organization. Developing an effective action plan and implementation is essential. This process must be set up by both the board and management, then executed by the staff. Without the proper collaboration from both the board and management, the plan will not work. The implementation process should include:




• Understanding and agreement of what needs to be done, by whom, and when


• Introduction of strategies throughout the organization


• Use of a “debugging” process to fix problems that may not have been thought of when the plan or action items were first introduced


• Formal evaluation


• A formal review process to ensure that strategies remain appropriate, set up by the management with approval by the board


• Measurement of impact and outcome, both internally and externally


• Timely updating of plan and implementation process”53





Ongoing Evaluation


“To what degree is the strategic planning process working? Management, along with the board of directors, must evaluate whether or not strategic planning goals are being achieved. Reevaluation needs to be ongoing, especially if an organization has not been engaged in the planning process for a while. The staff and board must be in agreement as to the structure of the evaluation process. As a prelude to a new round of strategic planning, review implemented strategies and the planning process. This may take place as part of the ongoing implementation stage and may take many different forms.”54


CLASSROOM DISCUSSION


• When do organizations need to implement a strategic planning process?


• Name and discuss the ten-step planning process.


• Why is it important to gain consensus from participants in the planning process? Name the areas of the process in which consensus from the group are essential.


• Why should an organization’s management evaluate its strengths, weaknesses, opportunities, and threats (conduct a SWOT analysis)?


• What are strategic issues, and how should they be categorized?


• How do you go about evaluating whether your strategies are working?
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CHAPTER 3


Nonprofit Formation and Legal Considerations


In this chapter, we will discuss the decision to incorporate as a nonprofit organization. We will then explore the process of forming a nonprofit corporation, establishing a mission statement and adopting bylaws, and securing and maintaining tax-exempt status. We will also examine the fiduciary and legal duties of the board of directors. The authors stress that the information contained in this chapter is to be used purely for educational purposes and is not meant to replace the need for legal counsel. In solving a legal problem, we suggest consulting an attorney specializing in nonprofit corporate law.1


TO INCORPORATE OR NOT TO INCORPORATE?


Performing arts managers and artists may want to create their own nonprofit corporation for the purpose of effectuating a mission and vision that will benefit the community. In this section, we will define “incorporation” and the characteristics of nonprofit corporations. We will discuss the decision to incorporate and explore alternatives to incorporation as a nonprofit.


A corporation, whether for-profit or nonprofit, is a legal entity with its own identity separate from the owners, directors, and officers of the business.2 A corporation can own property, enter into contracts, incur debt, and conduct business under its own name. In addition, corporations are regarded as having perpetual life, unless stated otherwise in their organizing papers; a corporation’s existence is not dependent on the continued participation of its original directors and officers.


It’s important to distinguish the difference between for-profit and nonprofit corporations. A for-profit corporation exists to make a profit. For-profit corporations have investors or shareholders who own the corporation and can make money based on its profits. The primary purpose of a nonprofit is to serve a public, nonprofit purpose. In fact, it must be clearly stated in the articles of incorporation (the state-required document for forming a corporation, also known as the certificate of incorporation) that the primary purpose of the corporation is nonpecuniary—that it is not in the business of making a profit. In fact, if there is a surplus in any given year, it must be allocated to support the nonprofit corporation and its mission, not distributed among its employees, directors, or officers. However, if a nonprofit organization is doing well and can reasonably afford to raise salaries without compromising its programs, a well-deserving manager can certainly be given a raise, as long as it is considered to be reasonable and customary according to industry standards in the given geographic area. (It should be noted that the managers, directors, and officers of a nonprofit corporation manage it for the benefit of the public. They do not own it.)


Along with having a public purpose, the nonprofit corporation must meet annual local, state, and federal filing and reporting requirements for the rest of its existence until it dissolves. (Remember, corporations—unless their creators choose otherwise—are created with perpetual life.). For the most part, nonprofit performing arts organizations are incorporated in the state where they do business, though they have the option of incorporating elsewhere and registering to do business in the state in which they reside. Corporate formation is governed by state law and, since laws vary from state to state (though the general principles are the same), it’s necessary to contact the attorney general, secretary of state, or other state government office responsible for forming corporations to determine the requirements for formation.


A nonprofit corporation must also have a board of directors or trustees (the minimum and maximum numbers vary by state), which has the responsibility of governing the organization in the public interest and has the ability to hire and fire its executive manager(s). Board members and officers of a corporation have limited liability: they are not held personally responsible for the company’s fiscal obligations, except in specific circumstances that will be discussed later.


Many nonprofit organizations incorporate because they want to be eligible for exemption from federal, state, and local taxes. This tax-exempt status makes it easier for nonprofit organizations to qualify for donations and grant monies from individuals, corporations, foundations, and government agencies.3 A nonprofit organization must apply to the federal government for tax-exempt status. Nonprofit incorporation also gives its officers and directors limited liability (as mentioned previously) and a formal structure for operating, always placing the public purpose above the personal interests of the individuals associated with it.


In making the decision to form a nonprofit corporation, a performing arts organization first needs to determine if such incorporation is necessary, or if it can fulfill its goals without incorporating. According to Amy Schwartzman, a former executive director of Volunteer Lawyers for the Arts and educator with expertise in the area of nonprofits, “If your desires are to produce on a regular and ongoing basis; your main goal is not to make money, but to produce the work; and you are prepared to take on the taxation and corporate filing obligations that go along with incorporating, then you may be ready to incorporate.”4


However, if an organization’s only purpose is to advance a director’s own artistic ambitions, and it is not otherwise interested in educating or serving the public through the presentation of theater, dance, opera, workshops, and classes, then it is not operating in the public interest. In addition, an organization shouldn’t incorporate as a nonprofit if at some point it wants to become a for-profit corporation, since the assets of a nonprofit corporation can’t be transferred to a for-profit corporation or private individual. (In fact, as discussed later in this chapter, the certificate of incorporation should provide that, in the event the corporation is dissolved, the assets of a nonprofit corporation be distributed for a tax-exempt purpose, usually to an organization [or organizations] whose purpose is close to that corporation’s purpose.)


Thus, incorporating as a nonprofit isn’t right or necessary for everyone, or it may be premature for an organization or artist to create a nonprofit corporation at a particular time. In these cases, there are two other options to consider: forming an unincorporated association and/or finding a fiscal sponsor. An unincorporated association is a group of people who have come together for a similar purpose. Distinct from a corporation, it does not have an identity separate from its members, nor is it a legal entity. An association does not need to file paperwork with the state or federal governments to create the association. However, it may have a more difficult time getting tax-exempt status, making it harder to raise money since many donors want to be able to make a tax-deductible contribution. Also, unlike a corporation, an unincorporated association is not a legal entity, and thus the association (as separate from its members) cannot own property or have contracts signed on its behalf; any contracts signed on its behalf may expose its members to personal liability.5
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