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The Conference Creative 
Entrepreneurship and 
Education in Cultural 
Life held in Chicago from 
July 15 to July 18, 2009 
was a collaboration 
between ENCACT and the 
Arts, Entertainment and 

Media Management Department of Columbia 
College Chicago. The conference represented 
continued work of the ENCATC specialty group 
that explores policies and practices in creative 
entrepreneurship and was the first ENCATC 
event held in the United States.  
 
 
The event was attended by 53 participants. A 
diverse group included academics and 
independent consultants, business owners and 
aspiring entrepreneurs from such countries as 
France, the UK, Serbia, Russia, Georgia, 
Turkey, Australia, Lithuania, Canada, Norway, 
Sweden, Trinidad and Tobago, and USA.  
 
 
The goal of the conference was to provide 
participants with a better understanding of the 
latest developments in creative 
entrepreneurship theory and practice, and to 
provide new insights and understandings about 
creative entrepreneurship pedagogy. Overall, 
the conference sought to discuss creative 
enterprise and innovation, to define the 
arts/cultural/creative entrepreneurship field, and 
to more clearly understand who players in the 
field are – in both the cultural industries and in 
the academy, nationally and internationally. 

Additionally, the event sought to involve 
educators and practitioners in discussing new 
approaches to teaching and designing 
programs for university students and start-up 
creative entrepreneurs.  
 
 

 
 
A key issue raised during the conference was 
the challenge of balancing creativity, financial 
profitability, and social need. This question 
generated much discussion and several 
compelling presentations. Tom Aageson  
(Museum of New Mexico Foundation, USA) 
shared important statistics with the group and 
made clear that “art produces commerce and 
depends on commerce.” Arts enterprise has 
great impact on the economy in the United 
States, with total expenditures, just from the 
non-profit side, of $134 billion with over 4.85 
million full time jobs generated by this sector. 
Aageson offered his definition of the 
arts/cultural entrepreneur and cultural 
enterprise: “cultural entrepreneur creates a 
vision for a cultural enterprise that bridges a 
market  need  with  cultural    traditions,  ultural  



 
 

 



 
 

 
experiences and cultural innovations, 
enhancing the livelihoods of cultural creators 
and workers and enriching the consumer” and 
“cultural enterprises adopt a business model 
approach to their activity and utilize cultural 
capital (creativity, talent, cultural traditions, 
knowledge and intellectual property) in a 
strategic fashion.” Aageson also made a strong 
case that creative enterprises need public 
support: currently the return on investment in 
tax monies and job creation most often 
exceeds the investment of public funds.  
 

 
 

 
 
Mark Lyman (SOFA, USA) contributed to the 
discussion by showing how American visual 
arts enterprises are capable of producing high 
returns on investment and achieving impressive 
commercial results without losing sight of their 
artistic mission. Jamie Garcia Alba (Inter-
American Development Bank, USA) put the 
discussion in an international context by 
presenting the case of Brazilian popular music.    
 
Another important thread of the conference was 
creative enterprise, cultural expression, and 
social change. A persuasive presentation 
around this issue came from Nil Şişmanyazici-
Navaie (Arts for Global Development, Inc.; 
Equals Three Communications, Inc. USA). 
Again, one of the points in her presentation was 
that the cultural/creative sector creates jobs, 
generates tax revenues, and stimulates 
economies through tourism and consumer 
purchases. At the same time, the sector shapes 
numerous aspects of society and has the 
impact on social/community development, 
organizational development and personal 
development. To illustrate the point, 

Şişmanyazici-Navaie used examples of 
creative enterprises that help resolve important 
social issues around the globe. 
In her presentation, Şişmanyazici-Navaie made 
the connection between  
sustainable economic development, creative 
‘social’ entrepreneurship,  
and communication. She defined creative 
social enterprises as “organizations that utilize 
arts to further their missions in development 
and maintain their financial stability.” She 
emphasized the cutting edge, innovative nature 
of creative social enterprise as social force 
driven by radical thinkers who have vision and 
see opportunities where others do not.  Finally, 
she described entrepreneurial outcomes 
including direct promotion of artistic goods and 
services to generate income and indirect 
consequences, which integrate social content, 
the development of values, and capacity 
building. The participants shared Şişmanyazici-
Navaie’s concern that much needs to be done 
to promote creative entrepreneurship as a 
legitimate career choice for young people. She 
reminded the attendees that approximately 1.2 
billion young people will enter the global labor 
pool in the next ten years – a labor pool that is 
estimated to offer only 300 million jobs. This 
underscores the need for and the importance of 
creative entrepreneurship education.   
 

 
 
Early on, Sian Prime (Goldsmiths, UK) shared 
a quote from Lord Putnam.  “Creativity gets 
diminished following old business models, old 
ways of earning a living.  Are there new ways?” 
Much of the conference sought to address this 
question and identify new ways of supporting 
and nurturing creativity in students and young 
professionals. There were a number of 
sessions dedicated to creative 
entrepreneurship education. Workshops run by 
Sean Prime and Gerald Lidstone, Gokce 



 
 

Dervisoglu, Paul Guise and Goran Pekovic, Jim 
Hart and Brendan McCall, Marian Donnelly and 
Anna Grega, and Angela Beeching were 
received with great interest. Everyone agreed 
that creative entrepreneurship education 
presents new opportunities for arts schools and 
universities and is necessary for rising a new 
generation of art professionals who strive to 
fulfill their creative potential in today’s 
marketplace. At the same time, the question 
“how do we inspire artists to expand their view 
of success to include entrepreneurial career 
options” presents an on-going challenge for 
those teaching the subject.  
 
 

 
 
 
Educational sessions were followed by the 
sessions on the need for research in creative 
entrepreneurship. Mark Evans (Coventry 
University, UK) shared the findings of his 
research of entrepreneurship education in the 
UK theatre sector. Questions raised in his 
presentation may present avenues for 
continuous research: What is the dominant 
model for entrepreneurship education? Should 
we borrow from a business school or develop 
an original model? What are the best pedagogy 
for teaching management of creative enterprise 
and entrepreneurship?  What teaching models 
should we employ: traditional or experiential?    
 
Lisa Kelly’s (University of Glasgow, UK) 
presentation “How programmes such as The 
Apprentice work to normalise and encourage 
entrepreneurial activity in society” expertly 
linked creative entrepreneurship with media 
and communication, and suggested that it is 
possible to learn strategies for business 
success from reality television shows.   
 
Finally, during the session “Cultural Policy and 
Creative Entrepreneurship. A Comparative 
Perspective” Philippe Ravanas, Ekaterina 

Shekova (St. Petersburg State University, 
Russia), Levan Khetaguri, Maria Nairmark, and 
J. Dennis Rich (Columbia College Chicago, 
USA) discussed the relationship of policy to 
entrepreneurial effort. Additionally, Fabrice 
Thuriot presented a paper in which he explored 
the implications of cultural policy on the 
relationship between the government and 
cultural institutions in France.  These sessions 
revealed that the cultural policy situation of 
various nations affects entrepreneurial 
possibilities and that this too is an area that 
needs further exploration and research. 
Initial feedback from participants and event 
evaluations suggest that the conference was 
successful in achieving its goals. Overall, the 
response to the entire event was highly 
positive. Everyone enjoyed the opportunity of 
meeting and sharing ideas, networking and 
learning from each other’s experience. The 
diversity of experiences and cultural 
backgrounds has added great value to the 
event. The conference organizers hope that 
one consequence of the event will be new 
collaborations and cooperation opportunities. A 
few initiatives have already emerged. Some 
participants have been negotiating plans for 
exchange lectures and seminars, while others –
working on launching new training and 
consulting ventures. The conference organizers 
have been exploring the possibilities of holding 
international educational events annually or bi-
annually.  
 

 



 
 

A facebook group has been created as a result 
of the conference 

(http://www.facebook.com/group.php?gid=1051
91899799). One participant wrote: 

 
Some powerful momentum was started during 
the 3-4 days that were in Chicago, and I am 
interested in finding strategies that could keep 
this going. Now that we have found other 'allies' 
that understand and support the linking of arts 
& entrepreneurship, where do we go from 
here? How can we support the endeavors of 
each other, and provide a firmer network? What 
are tangible means that we can develop our 
dialogue, and to implement some of our ideas 
into action. 
 

 

The presence of a facebook group and the 
comment above point toward the high level of 
interest about creative entrepreneurship and 
strongly suggests the importance of continuing 
collaboration. 
 
 
Drawing upon the experience of the 
conference, it would appear that there are three 
distinct target groups for future efforts:   

• Faculty members in university or academy 
settings and independent consultants  

• Professionals who already have experience 
in managing creative enterprises  

• Students and start-up arts entrepreneurs    
 
The conference showed that a number of 
issues represent opportunities for further 
exploration. These need to be addressed in 
greater detail in the future:   
• Creative enterprise/entrepreneurship 

education within a variety of economic and 
cultural policy frameworks  

• Creative entrepreneurship and sustainable 
development  

• Teaching and learning resources in creative 
entrepreneurship 

• Creative entrepreneurship research  
• Management of creative enterprise  
 
The presentations mentioned in this report are 
examples of the challenging ideas that were 
presented at the conference. At the end of 
three days of stimulating discussion, many 
questions remain open. At the same time, there 
is a strong awareness among participants from 
all nations that there is a need to better 
understand creative enterprise and to offer 
curricula that challenge students to think about 
the creation of value in their professional lives. 
 
You can find the conference materials and 
further information at:  
http://www.colum.edu/Academics/AEMM/ne
ws/Creative_Entrepreneurship_Conference.
php

  



 
 

 

By Lotta Lekvall 

 
Bringing home ideas  

 

In 1871 a big fire destroyed most of 
Chicago City. Three hundred people 
died, 100.000 became homeless (total 
inhabitants at the time was 300.000) 
and the material damage was 
devastating. Queen Victoria, Queen of 
Great Britain and Ireland at the time, 
felt, say the story, such compassion 
with the inhabitants of Chicago that she 
quickly decided to send a large box of 
books with the thought that all their 
literature must have gotten burnt up. 
What she didn’t know was that Chicago 
didn’t have a public library and hadn’t 
had one. With all these books arriving 
from across the ocean, something had 
to be done and the city quickly decided 
to build the first one. 

 

 

The Swedish right-wing politician 
Valfrid Palmgren was a lady in 
forefront. She had a remarkable career 
and was, one of many things she 

achieved, 1905 the first female 
Amanuensis at the Royal Library in 
Stockholm. In 1907 she went on a long 
trip to USA to investigate the idea of 
public libraries for all. In USA libraries 
was seen as a civic right, placed in the 
center of cultural and educational 
politics. She was quite cultural 
conservative, it’s said, at the same time 
as she fought philanthropic values and 
saw it as her task to bring the idea of 
public libraries to Sweden. Literature 
should be accessible to everyone, and 
is a right beyond questions of class, 
was her idea and she hoped libraries 
could act to mitigate class differences. 
Libraries should not be led by politics, 
market or religious ideas. The librarians 
should therefore be people with 
education and expertise. Back in 
Sweden after her trip over the Atlantic, 
she within four years founded the first 
children and youth library in Sweden in 
1911. 

In Chicago, the city in 1991 built a ten 
floor high new public library on South 
State Street, this is, I am told, the 
world’s largest. True or not (there are 
many things we are told during the visit 
in Chicago are the biggest, widest, 
largest). Nevertheless, it’s an incredible 
building; the architecture is post-
modern with reminders of old pompous 
eras, the collection of literature 



 
 

impressive with books, journals, 
magazines, audio for every taste. 

Read the article written by Swedish 
cultural journalist Ingrid Elam in Dagens 
Nyheter of Valfrid Palmgren (in 
Swedish), published in June 2007 as a 
reflection concerning the then newly 

formed the Committee of Inquiry of 
Cultural Policy, with the task of revising 
Swedish cultural policy. You can also 
download it here: allmanna-bibliotek-
en-borgerlig-ide-dn. Read posts on the 
Swedish Cultural Policy: 
http://www.culturalentrepreneur.se/200
9/03/02/swedish-cultural-policy/ 

 

 
More traces of Chicago  

 
Little Black Pearl, situated in 
Bronzeville south of Chicago, is a 
nonprofit organisation with ambition to 
create opportunities for young adults 
through Artistic and cultural work. In the 
Centre they can work in one of the 
many studios with wood, glass, 
painting, ceramics, run workshops or 
put up shows. Gwendolyn Pruitt, 
Director of Product Design, shows us 
around and tells us the story of this 
community based organisation with 
enthusiasm and passion. It’s both about 
what they achieve with the students, 
she shows an example of tables they 
did with beautiful mosiac cover on top, 
which they sell to customers. It can be 
anything. Their mission is to deepen 
the creative involvement through Arts, 
and learn how to run things.  

 

It’s also about the struggle of getting 
the budget to sum up in the end and 
the constant search for funding bodies, 
she tells us with a sigh. “I found that I 
don’t have the time to teach them that 
personal component”, she tells us with 
referral to the young students. She 
finds it’s a great need to also teach 

teachers “It’s a gap between the 
structure and the student”.  

 

 

In 1974 a group of classmates at high 
school got together to set up a theatre 
play by Paul Zindel. Since they only 
had one semester left, it was not until 
they came to Illionis State University 
that the idea formed and they looked 
for a place to set it up. Their first 
production was played in a Church in 
Chicago, and since they at the time 
was reading the book “Steppenwolf” by 
Herman Hesse, they named the theatre 
the Steppenwolf Theatre Company. 
Today the theatre is a prestigous one 
on Halsted Street, with the ambition of 
advancing the vitality and diversity of 
American Theatre . 



 
 

We see the play “Up” by Bridget 
Carpenter of the man who once 
reached the sky, the clouds, in a chair 
with balloons, and could not let go of 
the idea of doing it again. In another 
machine he would build. His vision held 
him alive, this was his passion, while 
everyday life and the reality of having to 
pay bills at the end of the month was 
taken care of by his wife. Until the 
situation changed and the pressure of 
supporting the family came closer.  
After the play there was an interesting 
discussion with the audience, 
reflections  showing how differently we 
interpreted the play. The discussions at 
the conference of Artists and 
entrepreneurship become very real in 
this beautiful and sad play of having 
dreams and struggling with reality. 

The Art Institute in Chicago is 
impressive in many ways, but mainly 
and mostly of two things. The collection 
of Art they have is impressive, to say 
the least. In this institute you can see 

everything from American 
contemporary Art to the Impressionists, 
African to Asian Art, photography and 
industrial design. You can stay days in 
there.  

 

Secondly it’s free for the public after 
five pm Thursdays and Fridays. The 
Institute and its collections are open 
and accessible for the public, 
something that seems in line with the 
attitude of giving Art and culture a 
central role in Chicago. 

 

 
 
Chicago Conference traces  
 

After the opening speeches of the 
conference “Creative Entrepreneurship 
and Education in Cultural Life”, the poet 
Marc Kelly Smith took the floor. He is 
best known for founding Poetry Slam in 
1987, a new presentation and reading 
style of poetry now spread around the 
world. Is he an entrepreneur, he asks 
himself and the audience, before he 
changes into one of the characters in 
“Wilderness”,  a poem written by 
American (and on-and-off Chicago-
based) writer and poet Carl Sandburg. 
He performed “Chicago”, another poem 

by Sandburg, and also a piece by the 
English poet D.H Lawrence. 

 

Three intense conference-days going 
from theoretical discussions and 
reflections to practical examples from 



 
 

USA and Europe in workshops and 
seminar sessions, as well as study 
visits were included in the conference, 
arranged by Columbia College Chicago 
and Encatc in Chicago on July 16–18. 
The main topic – if and how artistic 
education should include 
entrepreneurial skills – were tossed and 
turned over the days. The participants, 
professional educators and artists from 
many different countries, shared their 
experiences and expertise. Many 
examples were put forward, where 
management skills, career planning, 

project planning was part of the 
curricula, a trend that goes well into 
today’s discussion of entrepreneurship. 
The question of cultural economy was 
pursued; both the perspective of the 
impact of culture and art to the 
economy in society as a whole, 
something put forward by many 
studies; and the economy for Artists 
and how these professionals could 
build a sustainable economy on their 
profession. 

 

 

Art & Business Council Chicago  
 
There are 1100 non-profit art 
organizations in Chicago, one third of 
these are theatre groups – Chicago is a 
theatre town. These organizations bring 
economic activity of 1.1 billion dollars, 
ticket costs excluded. People park to go 
to a show, eat and drink, and perhaps 
spend the night at one of the hotels. 
Only one of twenty-five of these non-
profit groups has a budget over a 
million dollars a year. It’s the large 
organizations that stand for most of the 
revenue and money. But the small 
groups are still recognized as 
important, not only in economic returns 
to the city, but also for democracy and 
society. It is these groups that 
Arts&Business Council of Chicago are 
mainly working with. 

The small organizations struggle. They 
have small budgets, do most things 
themselves, and are many times 
volunteer based.  

At the same time they have an 
“entrepreneurial savvy”, they are 
described as creative, very skilled and 
practice-based.  

The idea of the program is, we are told 
by Executive Director Peter Kuntz, to 
give these people some business skills 
to be able to better run their 
organizations. Art&Business Council 
set up a programme where they train 
volunteer business people, “use 
corporate brain-power to help Art 
organizations”, to take a role in the 
board of a small art organisation, and 
help out with change. They are 



 
 

“change-agents”, but the changes 
suggested must take into account the 
actual situation for the organization: 
they have small budgets, few people 
wear many “hats”, changes might take 
time. 

One of the misunderstandings that 
might arise in the meeting between 
business people and the Art, Andrew 

Michel says, is the double-ended 
misconception of the other. To 
succeed, the Council needs to prepare 
both sides. The ideal volunteer 
candidate have five years or more of 
business experience and has in one 
way or the other been involved in Art 
and would like to contribute. This has 
given many positive results. 

 

 

 

The Green City  
 

 

 

On the 25th floor at the Department of 
Environment we get a good view of the 
City Hall rooftop garden. It was planted 
in 2000 as a demonstration project to 
show how a green rooftop improves 
temperature and air quality. 20.000 
plants were planted, more than 100 
different species of native prairie plants 
known to grow in the Chicago area, to 
make sure they would endure the 
climate and the rooftop conditions of 
being exposed to sun and wind. 

The project was a success and the 
green roof has been shown – and 
proven – to serve many benefits to the 
city and the building: It improves air 
quality, conserves energy, reduces 
stormwater runoffs and is a sort of self-
sustained heating system. When it’s 
cold it has an isolating effect and a hot 
summer day it’s cooler inside. But only 
on the City Council side of the building. 
In the other half of the building is the 
County Council and they have decided 
to not join the project. The rooftop is 
divided in two halves, one with the 
green roof, the other without. And the 
effects are direct. Measures have been 
done showing the direct benefits for the 
working environment inside the building 
of the half with the green roof. One half 
is the future, the other is left behind. 

The initiative has now spread and 
around 400 rooftops in Chicago have 
green roofs, Mr Larry Merritt, Public 
Information Officer at Department of 
Environment tells us. And also the 



 
 

private sector see the benefits. More an 
more private firms install green roofs. 

Chicago was once called the Green 
City and during the time Mr Richard M 
Daley has been Mayor of Chicago 
(elected 1989) 300.000 trees have 
been planted in the city. By the end of 
the decade, the park district each year 
sowed 544.000 plants, 9.800 
perennials, 156.000 bulbs, and 4.600 
shrubs (Kotlowitz, 2004). The Mayor 
has put a sustainable environment high 
on his agenda and perhaps the largest 
green project could be said to be 
Millennium Park. The Park took six 
years to build, finished in 2004. and is 
built on top of railway-rails and several 
parking garages, hiding the still active 
railroad under a 24.5 acre (97 124 
square meters) large green roof. The 
green gardens, together with a concert 
hall designed by Frank Gehry, several 
art works like Anish Kapoor’s “The 
Bean” is attracting tourists and has 

made Millennium Park to be the second 
largest tourist attraction in the USA, we 
are told (Las Vegas still holds number 
one). 

 

An article of  green roof projects can be 
found in the latest issue of the Swedish 
edition of National Geographic. Also 
read National Geographic News about 
the Chicago green roofs. In the book 
“Never a city so real. A walk in 
Chicago” (Crown Journeys 2004), 
written by Alex Kotlowitz gives both 
facts and insights of the city.

 

Hope?  
 

On the train-trip from O’Hare Airport 
into Chicago a young man steps into 
the train and sit down in front of us. His 
eyes are covered with shades, he 
speaks loudly in his phone, holding 
another, an iphone or perhaps it’s the 
ipod, in his other hand together with a 
bottle of apple Snapple drink. As we 
confused try to figure out where to get 
off, he overhears or feels, our confusion 
and turn around to help out. “So, where 
are you guys from?”, he asked when 
our end-station was figured out. 
“Sweden”, we reply and he turns a bit 
more towards us: “Oh, that is so nice!  

 

I hope to be able to travel there one 
day…”. “What do you work with?”, I 
describe that it’s about Art and culture. 
“So, you are more driven by passion, 
than money?” he looks at me, lean 



 
 

back and smiles: “That’s so amazing!”. 
And as the train moves to the city he 
starts talking, telling us his story. 

On the fortyfive minute trip a story 
unfolds of a young boy climbing the 
fence between USA and Mexico with 
his family (”Do you know what that 
does to you, seeing your mother 
climbing that fence?”). They tried 
several times, got caught and sent back 
but finally, when he was the age of 12, 
managed to get into the States. They 
moved around a bit, he went to some 
schools but it didn’t work out. He didn’t 
know the language and was not treated 
well, he says. They were illegally in the 
country and for that reason had no 
rights, or didn’t dare to pursue their 
rights. He is still, at the age of around 
25, illegally in the US. And the price for 
this is high, he told us. 

“You have no rights. I can’t do anything, 
but I don’t want to end up where most 
Mexicans do: doing low-paid jobs at a 
factory or as cleaning staff with no 
hopes of ever getting a change. I am 
not doing that. I have a job, it’s ok, but 
the personal price I pay is too high, I 
think. I don’t like it. It’s haaard. I have to 
go to all these parties, and you drink 
and there are drugs you have to 
take…If you don’t, they think you are 
weak…The drugs I can handle, but the 
alcohol…mmm…”, he gives a crocked 
smile, “It is hard, you know. I really 
want to get out of this shit, but you have 
to socialize. You just have to”, he takes 
a sip of what I now realize is not apple 
drink, but alcohol hidden in a Snapple 
bottle. “Sometimes you just want to cry, 
but I can’t cry. Never show weakness. 
Just deal with it. You just don’t talk to 
anyone. I have never told this to 
anyone.” and he looks at me through 

his shades and asks “What do you 
think? What should I do?” 

 

 

On the plane over to Chicago I read a 
tribune to Barack Obama and the 
election promises that are now slowly 
coming true, the magazine proudly 
presented. Words of Hope. Change. 
American Dreams come true. The 
young man on the train had a dream, 
but no hope and few possibilities for 
change. The story follows me several 
days. What could he do to change his 
situation? He himself saw no ways 
other than the track he was following. A 
lot, of course, due to his illegal status. 

The other morning we visited the 
House of Blues and listened to gospel 
so strongly sung that the rooftop nearly 
lifted. You could sense the enormous 
power generated among people in the 
room, the sense of hope, the strength 
to change a difficult situation. The 
power people got from gospel and 
spirituals played an important role in 
the change for African Americans in the 
USA, from slavery to civil rights. 

One man without hope. A president 
urging people to believe in hope. A 
gospel choir singing their hearts out of 
hope. How is it related? 



 
 



 
 

 

By J. Dennis Rich 

 
Cultural Policy and Creative Entrepreneurship 
in the United States 

 

 
Comprehensive cultural policy 
documents exist in most Europe and 
there are government offices to create 
and carry out such policy.  Contrast this 
kind of comprehensive cultural policy 
with what happens in the United States. 
 
Typically, when I am asked about arts 
or cultural policy in America, my first 
response is to say we have no cultural 
policy in the US or that is market driven 
and laissez faire in nature.  In truth, this 
is not so.   
 
Cultural policy in the US is extremely 
complex.  But, official policy is 
somewhat limited in scope and tends to 
focus on the fine arts and the non-profit 
arts sector.  We have no cultural policy 
regulating Hollywood, and Arnold 
Schwarzenegger can make as many 
Terminator films as he likes without the 
government taking notice.   
 
When it comes to the non-profit arts 
sector, American cultural policy is 
created and shaped in multiple arenas.  
Indeed, through the tax code, the US 
government “has delegated broad 
policy making powers to private 
institutions that pursue a variety of 

eleemosynary goals.”1  As a result, 
cultural policy is formulated not only by 
government and public agencies, but 
also in the private sector.  This should 
surprise no one.  Over the centuries, 
the aristocracy, the church, legislatures, 
and patrons have made policy 
decisions.2   
 
Traditionally, cultural policy in the US is 
narrowly defined and considered to be 
public policy – laws, regulations, codes, 
or even behaviours undertaken by 
public authorising agencies at the 
federal, state, or municipal level which 
authorise and direct the implementation 
cultural activities.  And traditionally, 
such policy is created in a political 
environment.  Cultural policy is 
sometimes made explicitly through a 
process defined by a public agency 
charged with the responsibility.  Very 
                                                 
1 Mulcahy, Kevin V.  “American Cultural 
Patronage: the Limits of Privatization,” 
Keynote Address of the annual meeting of 
the Association of Arts Administration 
Educators, Queensland University of 
Technology, Brisbane Australia, June 29, 
2001. 
2 Adams, Don and Arlene Goldbard. (1987) 
“Historical Roots of Cultural Policy.” 
http://www.wwcd.org/policy. 



 
 

often however, it is not formally defined.  
Instead, we might say we have the 
cultural effects of social action.3 
 
So, in the United States policy narrowly 
defined includes:   
• the legislation which authorises 

the National Endowment for the 
Arts and the National Endowment 
for the Humanities;  

• NEA funding regulations and 
requirements; 

• Other regulations governing the 
way in which the NEA operates – 
for example the rule barring 
individual artists from receiving 
funding;   

• the Tax regulations which allow 
individuals to deduct from their 
income tax, a percentage of any 
money contributed to arts 
organisations; 

• the Tax regulations which allow 
business to deduct up to 5% of 
gross earnings when contributed 
to the arts (or other non-profit 
institutions); 

• the Tax regulations, which permit 
non-profit arts institutions to 
operate without paying any tax – 
and so on. 

 
There are, in addition to the NEA and 
the NEH, myriad federal agencies and 
departments involved in cultural affairs 
and public policy – including the 
National Gallery of Art, the Smithsonian 
Institution, the Library of Congress, the 
Corporation for Public Broadcasting, 
the Kennedy Center, and until recently, 
the USIA whose functions are now 

                                                 
3 “What Is Cultural Policy.”?  Webster’s 
World of Cultural Policy.  
http://www.wwcd.org/policy/policy.  

managed bye the State Department.  
So, even though NEA funding hovers 
around $100 million per annum, 
expenditures of the various federal 
cultural agencies exceed $1billion 
annually.   
 
The result of US public policy making is 
a series of direct and indirect benefits 
to the arts and culture in the United 
States.  This traditional conception of 
cultural policy applies to the regulations 
and directives of state and municipal 
governments and arts councils as well.  
And, the regulations, codes, and results 
are similar.   
 
Let us remember that the objective of 
policy making activity is to direct 
implementing agencies – those who 
implement funding, regulations, and so 
forth – to behave in a certain way.  But 
ultimately, the purpose of cultural policy 
is to direct arts institutions and 
ultimately, artists to behave in a certain 
way.  It is the behaviour of artists and 
arts organisations vis-à-vis policy that 
interests me, and that suggests a 
broadening of the definition of policy to 
include a variety of authorising 
agencies in addition to public agencies.  
Still, one cannot find the kind of 
sweeping policy common in the 
European community. 
 
Numerous actions of both the US 
government and private agencies must 
be considered when trying to 
understand cultural policy in the US.  
So, we might say that cultural policy 
also includes such things as “English - 
only” legislation vis-à-vis public 
education, or codes and laws permitting 
television in the US to be controlled by 
commercial interests.  Such things are, 
in fact, elements of cultural policy.  It 



 
 

probably would also be appropriate to 
include “cause related marketing” 
undertaken by large corporations and 
the community initiatives or program 
initiatives of large foundations.   
 
So, to really understand arts policy in 
the United States, one need look not 
only at government policy, but at the 
behaviours and activities of the funding 
community – including the business 
community and sponsors, foundations, 
and gifts from individuals – especially 
wealthy individuals such as Alberto 
Vilar or George Soros. 
 
It is in the nexus between public 
agencies, foundations, corporations 
and individuals that policy really is 
made in the US.  And, to fully 
understand arts policy in America, I 
would have to say it is also necessary 
to look at the market place.   
 
The Philosophical Foundations for 
Support of the Arts in the United 
States 
Let us begin by comparing support for 
the arts in Europe to support for the 
arts in the US.  European arts policy 
mandates public support for culture.  
The principal belief informing this policy 
is that art and culture are a nation’s 
heritage and, therefore, they deserve to 
be, and indeed must be, supported by 
the government.   

Put another way, the collective heritage 
of a nation deserves collective, that is, 
public or government support.  It can 
also be argued that government 
funding relieves or at least minimises 
the pressure on arts institutions to fund 
raise.  And, unburdened by this 
distraction, arts agencies and artists 
are free to pursue artistic endeavour.   

Another very significant argument 
favouring public funding for the arts is 
that such funding frees the artist from 
the pressures of the market place.   

The bases for funding the arts in 
Europe are, of course, far more 
complex than this.  But, we can 
probably agree that preserving 
heritage, underwriting national culture, 
and assuring artistic freedom are key 
ideas behind arts policy as it has 
developed in most of Europe.  
 
In the United States, the philosophical 
foundations behind contemporary arts 
policy are different.  It is important to 
remember that the US is, in relative 
terms still a young country.  As a 
nation, America still retains some of its 
frontier psychology.  And, with that 
psychology, comes a belief in rugged 
individualism.  Americans tend to 
believe in the primacy of the individual.   
 
Our history is one of individual action, 
or of voluntary action by groups of 
individuals who decide to do something 
together.  As early as 1835, French 
historian and essayist, Alexis de 
Tocqueville (1805-1859) commented 
on the unique nature of American 
philanthropy, characterized by 
individual, private efforts and 
volunteerism.  He was impressed by 
the willingness of people to give their 
own funds to support social 
improvements and observed that when 
Americans saw the need for a school, 
hospital, church or cultural service, 
local citizens would form a committee 
to discuss the need, provide leadership 
and seek out sources of support.  He 
wrote: 
 

The Americans make 
associations to give 



 
 

entertainments, to found 
seminaries, to build inns, to 
construct churches, to diffuse 
books, to send missionaries to 
the antipodes; in this manner, 
they found hospitals, prisons, 
and schools.  If it is proposed to 
inculcate some truth or to foster 
some feeling by the 
encouragement of a great 
example, they form a society.  
Wherever at the head of some 
new undertaking you see the 
government in France, or a man 
of rank in England, in the United 
States you will be sure to find an 
association.4  

 
As a nation, we founded universities, 
libraries, and arts institutions through 
private, individual effort.  We did not 
expect the government to do such 
things for us.  Of course the result was 
that such institutions often were not 
particularly democratic in nature.   
 
So, a first premise of American cultural 
policy is a belief that varied sources of 
funding offer the arts greater freedom 
than exclusive reliance on public funds.  
Such diversity, the argument continues, 
assures greater stability for the arts, 
because in periods of austerity 
government cutbacks will not subject 
arts agency to great pressure.   
 
Second, it is said that the diversity of 
funding sources reduces the 
concentration of government power 
over arts policy.  A strong private 

                                                 
4 Alexis de Tocqueville, Democracy in 
America, Volume II, “Relation of Civil to 
Political Associations.” 
   
http://xroads.virginia.edu/~HYPER/DET
OC/home.html 

support base gives American arts 
institutions a freedom of action they 
would not have if they were dependent 
upon the government for their funds.   
 
Third, because US arts agencies rely 
so heavily on fund raising, they must 
cultivate donors’ attention and goodwill.  
The philosophical argument continues, 
“This means a broader constituency for 
the arts.”  And, because of the backing 
of donors, the artist remains relatively 
free from the distractions of the market 
place.   
 
Again, the concepts behind policy in the 
US are complex.  But, we can 
summarise by saying key ideas include 
the importance of private activity, the 
diversity of funding sources, and the 
assurance of artistic freedom.  It is 
interesting to note that both European 
and American practises seek to assure 
artistic freedom, even if they pursue 
that end through different means.  
However, the mind set in the US is, 
even in the non-profit community, 
distinctly entrepreneurial.  The notion 
that creative enterprise creates value 
grows out of the concepts and practices 
associated with funding cultural activity.   
 
So, the language of the Arts and 
Humanities Act, which created the 
NEA, should hardly surprise us.  “The 
practice of art and the study of the 
humanities require constant dedication 
and devotion. While no government can 
call a great artists or scholar into 
existence, it is necessary and 
appropriate for the Federal Government 
to help create and sustain a climate 
encouraging freedom of thought, 
imagination, and inquiry but also the 
material conditions facilitating the 



 
 

release of such creative talent.”5  Such 
a climate is precisely what is needed to 
foster creative enterprise and cultural 
entrepreneurship.   
 
Indeed, the presence of the 
marketplace and competition seems to 
encourage creative enterprise and 
creative innovation.  In such a situation, 
competition encourages differentiation 
as a competitive strategy.6  Not 
surprising, this suggests that creative 
enterprises and cultural institutions in 
larger markets are less risk averse than 
those in smaller markets.   
 
Let us return, for a moment to the 
concepts behind arts policy in the US.  
One of these, you will remember was 
the diversity of funding sources.  To 
receive public funding, in most 
instances, an arts agency must match – 
at least one-to-one the public dollars 
with dollars from another source.  The 
general rule is the bigger the match, the 
better the grant.  Thus public funds 
chase private donations.   
 
While this may be a questionable 
practice, it has created a situation 
favoring the cultural entrepreneur.  Arts 
Entrepreneurs understand that they 
must generate the money needed to 
make their endeavours succeed.  They 
know they must prove themselves in 
the private sector market with 
admissions, sponsorships, and 
donations.   They know that they must 
show self-reliance and initiative before 
seeking public support.  While this 
might seem contrary to what would 
seem logical – that those artists and 

                                                 
5 See Gary O. Larson.  American Canvas. 
National Endowment for the Arts, 1997, p. 
8. 
6 Ibid. p. 116. 

groups unable to command private 
support have the greatest need for 
public funding. – it encourages the 
entrepreneurial approach to creative 
innovation.   
 
Only time will tell whether or not the 
United States is are moving toward a 
national artistic deficit or a new era of 
innovation.  It is clear that cultural 
policy today in America is different than 
it was 50 years ago, when virtually all 
cultural philanthropy was vested with 
individuals who lacked strategic intent 
and cultural entrepreneurship was 
limited to commercial undertakings 
such as Broadway theatre and popular 
music events.   
 
Cultural policy has been thrown into the 
political arena by the sort of 
performances that one could argue 
represent the “fullest attention to 
freedom of artistic and humanistic 
expression” that was articulated in the 
charter founding the NEA.  Politicians 
have taken their objection and personal 
dislike of work by Bill T. Jones, Robert 
Mapplethorpe, Andre Serrano or Karen 
Finley and attempted to make it policy.   
 
Ironically, this very attitude has 
encouraged creative entrepreneurship 
and a new focus on the creation of 
social, aesthetic and financial value.   
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Governance inside the organizations 
and outside, meaning territories they 
are acting in, can be separated. This 
refers to the corporate governance in 
the first case7 and to the cooperative 
governance in the second one. In each 
case, questions of legitimacy and 
efficiency, but also of control, are 
addressed. The hypothesis is on the 

                                                 
7 Cf. Giep Hagoort, Art management. 
Entrepreneurial style, Eburon, Utrecht 
School of the Arts, Netherlands, 5th ed., 
2005, 296 p., and other publications of 
this author, http://unjobs.org/authors/giep-
hagoort  

one hand that we are going back to the 
beginning of the last century’s situation 
for internal managerial relations and 
between the public authorities and the 
cultural sector when the cooperative 
system is large. On the other hand, 
processes tend to take into account all 
the stakeholders and sometimes 
inhabitants but also to capture all of 
them in the same official direction.  
Firstly, we would like to stress that 
France has been considered a mixed 
economy country since the end of the 
Ist World War until the nineteen 
nineties. Public, private and third sector 



 
 

all were going together in the same way 
of economic and social progress. 
Nowadays, the public sector has to 
reduce its spendings when the private 
sector is encouraged to earn more and 
more money, eventually thanks to 
privatization but also thanks to public 
procurement contracts. And the third 
sector is now considered to be a 
commercial player except if it proves its 
non-profit making activities. During the 
19th century until the 1st World War, the 
State was not regarded as an economic 
actor, local authorities were assimilated 
to private bodies until about 1850 and 
the third sector, replacing charities, 
entered in competition with private 
organizations. Relations between 
administration and economic and social 
sectors were ruled by the police 
authority on the one hand and 
competitive biddings on the other hand.  
Isn’t it the way things are still going on, 
with institutionalization on the European 
and worldwide levels of the commercial 
relationships and their penalties 
between public authorities and 
economic and social actors and even 
between public authorities themselves? 
The acquisition of holdings or 
nationalization of some banks or firms 
due to the crisis should be a temporary 
answer and European Union or World 
Trade Organization are not considering 
status but nature of activities. The 
sovereign funds act also in a strategic 
but commercial way. So public 
authorities come back on stage to rule 
economy but not to act directly except 
when it is necessary or in the 
administered States. The “laissez-faire” 
seems to be over and the consumer is 
supposed to become again a citizen but 
market still prevails...  
The sign of the coming back of public 
authorities is the multiplication of the 

public service concessions, public 
procurement contracts and public and 
private partnerships, also for the 
management of cultural institutions. 
They were usually linked to the public 
authorities by subsidies, sometimes 
conventions, especially concerning the 
use of public facilities, and in some 
cases the State and/or local 
authorities’(s) partnerships within the 
Board. The main purpose during the 
1960-70’s in France was to give cultural 
leadership to citizens in association 
with public authorities but to let artistic 
choices be made by professionals.  
The legitimacy of these associations 
was not so strong at first in terms of 
democracy because voluntary 
administrators were coopted before 
enlargment by elections among 
members. They are again only co-
opted by professionals or elected 
representatives and accepted by public 
authorities. It is the case for example in 
the “National Stages” or in the new 
public bodies that replace some 
associations. They do not exist at all in 
the companies that are chosen to 
manage some structures (for the 
Comedy or the Opera de Reims for 
example).  
What is emphasized is in fact not 
legitimacy or efficiency, but control over 
cultural organizations before, during 
and after they act. The efficiency of the 
private sector is not proven at all when 
we know that some enterprises have 
less audience than before with an 
association (cf. Culture Espaces in 
Mulhouse, France, for the Museums of 
old cars and train transportation). Some 
public and private partnerships such as 
the one in Leeds, England, for the 
Royal Armours Museum, were a failure 
at the beginning and had to be 



 
 

renegotiated8. Some public service 
concessions or public procurement 
contracts cost more than previous 
public bodies or 
associations’management. In an other 
sector such as water supply for 
instance, it is known that the cost for 
public authorities and for citizens is 
higher when concerning private 
companies than expenses by public 
bodies, firms aiming at earning money 
as opposed to public authorites, until 
then anyway...  
So we think that the governing process 
is badly touched by the new framework 
of relations between all the sectors of 
the society. A sign of this could be the 
renewal of Associations of Friends or 
Advisory Councils in public or private 
cultural structures even if it would be 
better for citizens to be fully associated 
to the management of cultural 
subsidied organizations. In any case, 
this reflects the necessity to associate 
the audience or the users to the 
projects.  
 
Legal status of cultural 
organizations: examples in Reims, 
France 
In France, several legal status with lots 
of arrangements are possible. 
Associations can be opened or not, i.e. 
“closed” (with no members), private, 
public or mixed, non-profit but 
commercial and subject to tax, with 
volunteers and/or professionals, for the 
general public interest or a special 
activity... Companies can be personal 
or individual, family businesses, with 
limited liability, public, with quotation or 
not... Public bodies can be integrated 
into the administration, financially or 
also legally autonomous. Public 
                                                 
8 Cf. http://www.legco.gov.hk/yr04-
05/english/sec/library/0405in06e.pdf  

services can have an administrative, 
non-profit or commercial status, even in 
a public body... Each country has its 
own complex system which changes 
according to the global context. We are 
going to present examples in an 
average city, Reims, 200 000 
inhabitants, with lots of cultural 
institutions, associations and 
partnerships. The main category of 
cultural associations is the one adopted 
by groups of citizens for specialized or 
general activities. They are composed 
of volunteers and sometimes 
employees. For professional artistic 
groups, for example Cesare,  a national 
centre for musical production, 
associations are led by an artist but, 
most of the times, he/ she is not fully 
employed by the association. The 
professional team is often composed of 
a few people only and constituted of 
public financed jobs at the beginning. 
The Board generally evolves from 
family and friends to personalities and 
partners and a few members. 
To represent the “institutional 
associations”, we can take “The 
Manège, National Stage” for 
contemporary dance, music, circus and 
multimedia, which is a “closed” 
association with only members of the 
Board, accepted by the State and local 
authorities, to support and control the 
director. In the opposite, public 
authorities are no more inside the 
Boards of most cultural associations 
they finance, to separate their control 
from the activity.  
“The Friends of The Comedy of Reims” 
is an “open” association with only 
volunteers to support and act besides 
the National Drama Centre which is 
managed by a limited liability company 
directed by an artist chosen by the 
minister of Culture and the City Council. 



 
 

Another type of enterprise, individual or 
personal, can be represented by a 
private dance school which has also an 
association devoted to non-profit 
activities.  
For the public bodies, we can either 
refer to the Archives, the Library, the 
Museums of Archeology and History or 
Fine Arts, which are integrated into the 
administration. The Regional Music and 
Dance Academy is also an 
administrative service but has an 
advisory council with the director, 
professors, public authorities 
representatives, personalities, parents 
and students. Several associations (of 
professors, parents, pupils, cultural 
activities) act inside the Conservatoire. 
The Higher School of Art and Design is 
to become an autonomous 
administrative body in co-operation with 
the State concerning national diplomas. 
Presently, the only financially and 
legally autonomous public body is “The 
Cartonnerie, Stage of actual music” 
(rock, jazz, rap...). It is a commercial 
one because concerts are considered 
as a commercial activity even if they 
are not profitable. So “The Cartonnerie” 
is highly subsidied and controlled by a 
Board with a majority of elected 
representatives and some personalities 
validated by the municipality.  
Now the question is to determine the 
degree of real governance or influence 
of the public authorities or the market 
and the consequences on the 
partnerships in the territory. According 
to Bernard Enjolras, structures and 
practices of governance are as 
important as the non redistribution of 
potential benefits thanks to the 
reciprocity processes.9  
                                                 
9 "Une approche des structures non 
lucratives comme structures de 
gouvernance", XXIIe colloque de l’ADDES, 

 
Governance and dependence of 
cultural organizations 
“Governance relates to decisions that 
define expectations, grant power, or 
verify performance. It consists either of 
a separate process or of a specific part 
of management or leadership 
processes. Sometimes people set up a 
government to administer these 
processes and systems. 
In the case of a business or of a non-
profit organisation, governance relates 
to consistent management, cohesive 
policies, processes and decision-rights 
for a given area of responsibility. (...) In 
terms of distinguishing the term 
governance from government (...), 
"governance" is what a "government" 
does.”10 
Firstly, we can separate structures 
without any subsidies from the others. 
“The Friends of The Comedy of Reims” 
and the private dance school with its 
own association do not depend directly 
on public decisions but the first one is 
linked with the National Drama Centre 
which benefits from public subsidies. If 
most associations have no regular 
subsidies (for running costs) and 
professionals, lots of them take 
advantage of public authorities with 
                                                                        
Association pour le développement de la 
documentation sur l’économie sociale : 
Gouvernance et performance : quelles 
exigences de l’économie sociale ?, Paris, 10 
mars 2009, 40 p., www.addes.asso.fr 
(Congress on third sector), and of the same 
author, "Coordination failure, property 
rights and non-profit organizations", 
Annals of Public and Cooperative 
Economics, 71:3, p. 347-374.  
10 http://en.wikipedia.org/wiki/Governance ; cf. 
also A. Gombault, R. Rentschler, J. 
Turbide, « Gouvernance », in A. Gombault, 
F. Livat-Pécheux, F. Durrieu, L’AlphaBEM 
des industries créatives, Bordeaux, 2009, 
p. 142. 



 
 

some facilities, technical help or 
subsidies for special events. Only 
private commercial structures do not 
benefit from this system, for example 
the private dance school which even 
considers unfair competition the 
subsidies for associations that offer the 
same activity according to it.  
From the economic point of view 
adopted by the tax system in France 
and by the European Union, and 
consequently the States for economic 
activities, legal status shall not be taken 
into account, only activities matter. That 
means that an association is now 
considered as an economic actor 
except if it proves its non-competitive 
activities. The situation is the same for 
public bodies if their activites are 
commercial, even if their status protects 
them from some commercial rules until 
now. For example, an autonomous 
public institution is not put in 
competition with private structures to 
get some public services, even 
commercial ones such as concerts for 
“The Cartonnerie”. Elected 
representatives hold the majority in the 
Board and the deputy mayor for culture 
is president of the Board. The director 
is an independsnt professional but in 
fact he depends on the Board by 
contract. So, if there is a specific 
political request, some financial or other 
problems, he should be obliged to 
comply with them. This happened in 
Reims for the bar located inside the 
concert hall following downtown café-
owners’ complaintS. The elected 
representatives were on the side of the 
representant of the State who approved 
the complaint and closed the bar for a 
while after the concerts.  
“The Manege, National Stage” comes 
from the split between “The House of 
Culture” created in 1966 and “The 

National Drama Centre”, autonomous 
since 1978. The association was 
created by the State and the City but 
with a majority of citizens to limit 
municipal power regarding cultural 
choices, especially contemporary 
pieces. In 1987, a limited liability 
company managed by the director 
replaced the association until 2000 
when a new association was set up 
with a new professional staff. But this 
association is restricted (“closed”) with 
only Board members (public, 
personalities and staff administrators). 
Its role is to discuss cultural projects, 
not artistic choices, and to support but 
also control the director in case of 
problems. The Board is the employer 
but not the decision-maker for the 
appointment of the director and the 
project choice (by public authorities). It 
gives only advice on this matter such 
as for Cesare until now. This 
independent association was created 
by the director and not by the public 
authorities. A group of persons (family, 
friends and now more and more 
personalities and partners) support the 
association and the director for its 
activities and relationships with the 
public authorities but do not decide for 
artistic choices. In case of problems – it 
has already happened with the 
professional administrator –, the 
situation is very complicated and can 
ruin the structure if the director is 
disapproved because the whole project 
depends on him.  
Concerning the National Drama Centre, 
“The Comedy of Reims”, a limited 
liability company temporarily owned by 
the director and some other persons he 
knows during its contract with the public 
authorities, it is about the same. The 
cultural project is not shared with a 
Board, only with the public supervisors 



 
 

and the audience, such as for the 
municipal services that are the 
Archives, the Library, two Museums of 
Fine Arts and of Archeology and 
History, the Regional Music and Dance 
Academy and the Higher School of Art 
and Design until now. Some kinds of 
advisory committees exist, either inside 
the structures (with professors, parents 
and students in the Conservatoire of 
Music and Dance) or outside (with 
citizens related to the Library or the 
Museums, or “The Comedy of Reims”, 
for special interest in the activities of 
theses organizations to support them 
and/or perhaps to try to influence 
them). Some events are organized by 
these “associations of Friends”, but 
also some acquisitions of pieces of art 
or even the successful lobbying for the 
project of a new large museum before 
the municipal elections in 2008. With 
this presentation of the governance of 
some cultural organizations in Reims, 
France, we have seen how direct or 
indirect the dependence is on public 
authorities with a graduated scale from 
the lower degree (little associations 
without subsidies) to the highest one 
(autonomous public bodies and 
municipal institutions) or on the market 
(from municipal institutions to individual 
enterprises). Average and big cultural 
associations or enterprises are in the 
middle, depending on public funds but 
also more and more on the audience or 
persons reached. Except for personal 
enterprises, their legitimacy and 
efficiency depend also more or less on 
partnerships in their territory that we 
are able to describe.  
 
Partnerships in the territories : new 
market places? 
In a way, we can say that the 
cooperative governance has never 

been so spread out within the 
territories. For this, it has to be 
reminded that governance was against 
local authorities in the Thatcher 
offensive during the nineteen eighties in 
The United Kingdom and that urban 
governance has been developed in 
reaction to this. It means that local 
policies have to contain the effects of 
the liberal economy which deals with 
governance at international and 
national scales. Cultural structures are 
asked to work with each other in order 
to reach more people, to develop 
activities and make cities attractive and, 
finally, to avoid subsidies’division.  
People can rightly be considered as 
stakeholders in this kind of policy 
through consultation processes or by 
being involved in some committees or 
boards of partners organizations 
(associations), especially inside fragile 
territories such as disadvantaged 
neighbourhoods but also at the city 
level, for example in Rennes (France), 
Barcelona (Spain), Manchester 
(England) or Montreal (Quebec, 
Canada). Even if the collaboration and 
participation process works well, it is 
also a way for public authorities to 
reduce the number of subsidies 
distributed. The effects are also to 
reinforce the position of big institutions 
even though less important structures 
or associations can take part. There is 
a positive effect on the general cultural 
life or territory by multiplication of 
events, economy, employment and 
persons involved or concerned but also 
lots of energy spent and a “race” to 
quantity not to the detriment of quality 
but to the detriment of sense or 
philosophy of action, except if events 
take place in global clear plans.  
For a long time, municipal institutions 
have been acting only for the 



 
 

communities they were attached to. 
Audience or students could be broader 
but sometimes with some additional 
rates or fees (Library, Music and Dance 
Academies...), less often for theatres or 
concerts because they are considered 
as commercial and not administrative 
activities. Agreements between local 
authorities still rule these types of 
issues. For private but above all 
associative or public organizations, 
partnerships are necessary to get funds 
but also to develop. Until the 1980’s, 
the State was the main partner of the 
cities, sometimes helped by the 
Department (100 in France) for 
decentralization in a larger urban or 
rural territory. As they grew, cultural 
institutions have been invited to 
contract with other public authorities, 
Regions (26 since 1986 in France) or 
groups of communes during these last 
years, for other public service missions: 
territorial decentralization, training, 
reaching disadvantaged or specific 
people... for whom these public 
authorities are concerned. The problem 
is sometimes for the municipalities to 
keep the main control when they give 
more money, especially when there is a 
common committee or status.  
Other partnerships are professionally 
very important and allow the reduction 

of some costs, especially for larger 
projects that would have not been 
made alone. Big institutions, whatever 
their status, such as public authorities, 
must help smaller ones with some 
information, know-how, equipment, 
sometimes staff, training or money 
(coproductions). More and more often, 
small and average cultural associations 
ask to big institutions for this kind of 
services or partnerships. So, it has 
become compulsory to work together 
for legitimacy and efficiency on both 
parts. Big subsidied cultural institutions 
are considered as public bodies but to 
reach only a few well-off people. 
Cultural, social, sport, economic or 
environmental associations give them 
the opportunity to show they care about 
other people and parts of the territory 
they are acting in. Finally, the main 
cultural actors have crossed interests 
for their activities and what was before 
the guarantee of their autonomy – 
several financial partners – is becoming 
the tool for their dependence, not only 
financial but artistic and cultural as well. 
Competition for resources brings out 
either financial weakness or more 
partnership projects but without enough 
money in lots of cases.  

 
 
 
 
 

Legal status, governance and dependences of cultural organizations in France 
Categories Examples in Reims Board / 

Members 
Subsidies Partnerships 

on territory 
 
 
Associations of  
citizens 

 
 
The Friends of The 
Comedy of Reims 

 
 

“Open” / Yes 

 
Eventually but,  
in the present 

case, indirectly 
by support of 
The Comedy 

 

 
 

Yes 



 
 

 
 
Professional 
artistic associations 

 
 
Cesare, national 
centre for musical 
production 

 
From family 
and friends to 
personalities 
and partners / 

yes 
 

 
 

Yes, by a 
majority 

 
 

Yes 

 
Institutional 
associations 

 
The Manege, 
National Stage 

 
“Closed” and 
by Authorities 
accepted / No 

 

 
Yes, by a 
majority 

 
Yes 

 
 
Limited liability 
company 

 
The Comedy of 
Reims, National 
Drama Centre 
(NDC) 

 
 

No / No 

 
Yes, by a 

majority because 
of the label 

(NDC) 
 

 
 

Yes 

 
Personal/individual 
enterprise and 
association related  

 
A private dance 
school and the 
association related 

 
No / No  

 
Yes / Yes 

 
No or 

exceptionally by 
the association 

 
No or 

exceptionally 
by the 

association 
 

 
 
Administrative 
cultural services 

 
 
Municipal Archives, 
Library, Museums, 
Schools of Arts, 
Music, Dance... 

 
Sometimes 

and advisory 
council / No 
or with an 

“Association 
of Friends or 

Parents/Pupils/ 
Students” 

 

 
 

Yes, fully 

 
 

Yes 

 
Autonomous 
public bodies 

 
“The Cartonnerie, 
Stage of actual 
music” 

 
Majority hold 

by elected 
representatives

 

 
Yes, by a 
majority 

 
Yes 

 
 
 

 


