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Introduction

Americz’s first arts org,anizations were founded in sirnpler times. When
Henry Lee Higginson established the Boston Symphoay Orchestra in 1881,
its business affairs could be handled by a single paid manager, amply ad-
vised by Higginson himself. Approximately one mile from the orchestra’s
offices, the new Boston Museum of Fine Arts was also managed by a skeleton
crew, with trustees doing most of the work. Even in the 1950s, when the
resident theater movement began to grow, most theaters were administered
by their charismatic founders during moments stolen from artistic duties.
In all these settings, the key personnel were experts in the artistic work
at the core of their organizations’ missions. For many years, conductors,
curators, and artistic directors were undisputedly the most visible and most
important members of the institutional art world.

During the last two decades, however, fall-time administrative roles
have become more prominent in America’s arts organizations, and their
functions have become more formalized. Two factors have led to this
development: the internal growth of the organization and the increased con-
plexity of its external environment.

It is a staple of management literature that growth leads to differentia-
tion, and differentiation increases the demands on administrators.' As
organizations grow, they assume more tasks and need more employees to
perform the tasks they already have. As the numbers of tasks and employees
increase, functions that had becn carried out by a single person are delegated
to additional personnel, who may eventually be designated as a discrete
department. (In theaters, for example, artistic directors begat managing direc-
tors who begat marketing, development, and public relatious staffs.) The
more employ 2es and departments, the harder to coordinate their activities.
(The artistic director of the 1950s may have had a difficult time handling
his theater’s administrative chores, but at least his right hand knew what
hi; left hand was doing.) Consequently, management becornes more
essential.

vii
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MANAGERS OF THE ARTS

In addition, as the external enviromsuents of many arts organizations
become more complex, the amount and importance of managerial work also
increase.’ The museum director of the 1930s had only to manage his
curators and volunteers, pursue collectors, and, if the muserm benefited
from municipal funds, court an occasional politician. The museum direc-
tor of the 1980s seeks support not just from private patrons, but from cor-
porations, private foundations, and the state and federal governments as
well. To maintain legitimacy in their eyes, the director must be more con-
cerned than ever before both with the museum’s ~ublic image and success
in attracting visitors, and with its ability to prodrce reasonably complete
and auditable accounts that meet the requirements public and private agen-
cies impose. Consequently, museums today are more likely than those in
the past to have an assistant or associate director for administration, a con-
troller, and departments like marketing, public relations, development, anc.
government relations that concern themselves with the museu 2’s relation-
ships with its environment; and musenm directors today devote more time
to administration and public relations and less time to scholarship than did
their predecessors.

These changes have been widely acknowledged. Interviews with the
chief executive and operating officers of arts organizations suggest that most
arts organizations’ boards have become increasingly concerned with the
quality of administration. Service organizations have established internships,
workshops, and other training programs to prepare and assist administrators.
The National Endowment for the Arts, through its ‘‘Services to the Field”’
funding categories, has aided many efforts to improve administration, and
many state arts agencies sponsor extensive technical assistance programs.
Private foundations have supported workshops, conferences, and arts ad-
ministration degree programs, as well.

But despite this activity, we have known little atout the individuals
who occupy the top administrative posts in our nation’s arts organizations.
Until now, research in this area has been restricted primarily to salary studies.
Such research is valuable, of course, but it tells us little about either €x-
ecutive labor markets in the arts or the executives themselves—their
backgrounds and training, their careers, and “eir attitudes on management
and policy issues.

Methodology and Design

The research presented in this report was conducted to provide practitioners,
donors, and policymakers with information on the administrators of four
kinds of arts organiza.ions: resident theaters, art museums, symphony or-
chestras, and community arts agencies (CAAs).’
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INTRODUCTION

in 1981, survey instruments were mailed to the chief operating officers
(identified by initial phone calls to the target organizations) of four popula-
tions of arts organizations, with reouests that they be completed and returned.
These were followed by a second mailing, zlso including a survey form,
and, where necessary, by . follow-up postcard and by one or more telephone
calls. Each survey instrument was reviewed by at least one National En-
dowment for the Arts program staff member and at least one staff person
at the appropriate service or~anization.

Although we sought to survey top managers of the major organizations
in each of the fields studied, the population definition differed somewhat
among the four. The residen: theater population consisted of managing direc-
tors of the 165 meniber resident theaters listed in Theatre Profiles 4 of the
Theatre Communications Group. Wherever a resident theater had both an
“executive producer’’ and a ‘‘general manager,”’ the producer was
surveyed,’ as were several artistic directors who also acted as managing
directors for their theaters. In one case in which a theater was managed
collectively by its artistic personnel, no survey was administered.

The 165 theaters surveyed included all or almost all of the largest resi-
dent theaters in the United States, as well as most of the artistically promi-
nent ones, the membership of the League of Resident Theaters, and all 29
theaters listed as having staff on the National Endowment for the Arts’
Theater Policy and Grants panels from 1977 through 1979. In addition,
these theaters received approximately 80 percent of all Endowment grants
to theaters in 1979. Although one study of the nonprofit theater universe
counted 620 nonprofit theaters in the United States in 1980, only some were
resident theaters.’> Of those, the group surveyed was less likely to include
very new, very small, or very poor theaters, or theaters devoted largely
to social rather than to conventionally defined aesthetic goals.

In the case of orchestras, we surveyed all managers of U.S. member
organizations in the major, regional, and metropolitan categories of the
American Symphony Orchestra League (ASOL). Interviews indicated that
all orchestras in the *‘major’’ and *‘regional’’ categories and 95 of approx-
imately 105 orchestras in its ‘‘metropolitan’’ budget range were ASOL
members. (These three categories accounted for 156 organizations in
1979.¥

Because the American Association of Museums (AAM) does not publish
lists of art (as distinct from other) museums, identifying the largest art
museums was more complicated than identifying major resident theaters
and orchestras. From the National Center for Educational Statistics (NCES)
1978 Museum Universe Survey’ we drew up an initial list of 137 art
museums with operating budgets of $120,000 or more, to which we added
art museums reporting either attendance of 60,000 or more, or a total budget
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of $220,000 cr more.® This list was then checked against the Museum
Directory 1980 to screen out museums incorrectly classified as art
museums,’ and to the remaining 175 institutions we added 17 that were
not included in the NCES list: 13 art museums that reported budgets of
$500,000 or more in the 1978 Ame.ican Art Directory, and 4 whose direc-
tors were members of the As.ociation of Art Museum Directors
(AAMD) " The total population of large art museums thus .crived
numbered 192.

To develop a list of CAAs, we began with a survey made by the National
Assembly of Comniwnity Arts Agencies (NACAA)(now the National Assem-
bly of Local Arts Agencies) of their own membership. NACAA estimated
the universe of CAAs to number approximately 2000. Directors of all agen-
cies reporting a full-time professional administrator in response to the
NACAA inquiry were included in our study’s population. Although we can-
not assess rigorously the extent to which the agencies in our population dif-
fered from those that were not NACAA members and/or those without full-
time paid administrators, our agencies were probably larger or wealthier
than most (because they could afford to employ full-t'mc directors) and were
relatively cosmopolitan (because they participated in a national organiza-
tion). Nonetheless, our findings regarding CAA directors should be inter-
preted with caution since we know so little about the universe of agencies.

After we eliminated organizations that were defunct or that did not,
at the time of the survey, have full-time executives, we were left with
responses from 102 t. zater managing directors (a response rate of 68.67
percent), 113 orchestra managers (72.67 percent), 132 art museum direc-
tors (67.20 percent), and 171 CAA directors (86.54 pcrcent).

Merging our aata with information from Theatre Profiles 4 permitted
us to test the sample of resident .heater managing directors on a variety
of factors for response bias. These tests revealed that respondents’ and
nonrespondents’ theaters were similar across a widc range of variables, in-
cluding region, house capacity and percentage of seats filled, percentage
of income earned, and mean income.

Among art museum directors, only museum region could be used to
test for response bias. Response was somewhat higher for dircctors from
the Great Lakes, Mid-South, and Guif regions (74.19 percent) than for direc-
tors from the Pacific, Northwest, Southwest, North Plains, and South Plains
regions (60.00), with the response rate of directors from New England,
the Middle Atlantic states, and New York close to the population mean.

Response rates of orchestra managers varied not by region but by ASOL
budget classification. Almost all of the regional managers responded to the
survey, compared with just under two thirds of the metropolitan managers.
Response from major managers was close to the population mean.
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Lastly, for CAA directors, our survey was merged with data from
NACAA'’s 1980 survey (from which our sample was derived), providing
several tests of ~ample bias. Response rates were very similar by region,
degree of urbanization of community served, and budget size; however,
directors of private, undesignated nonprofit agencies were less likely to re-
spond (78.13 percent) than were directors of either publicly designated non-
profit agencies or public CAAs (90.32 percent and 92.11 rercent,
respectively).

Because none of the surveys, then, appears to be flawed by dramatic
response bias, given the qualifications cited and the relatively high response
rates, analyses can, for the most part, be generalized to the populations
surveyed.

Still, certain caveats should be observed in interpreting the data presented
in the following chapters. First, the findings cannot be generalized beyond
the populations surveyed: in the case of the theaters, orchestras, and art
museums, they apply only to executives of the 150 to 200 major institu-
tions in each field; and, in the case of the CAAs, they apply only to those
NACAA members who indicated they had a full-time paid director. This
is not a major disability, however, because the organizations surveyed ac-
count for the great bulk of expenditures in their fields, and many smaller
organizations do not have full-time paid managers.

In a few cases, particularly in the survey of theater managing direc-
tors, substantial item nonresponse rendered interpretation cf specific results
difficult. All tables indicate the number of respondents on which results
are based, and the most striking instances of item nonresponse are men-
tioned in text or notes. Other caveats apply only to specific chapters and
are described at length in the text.

The Report

This report first examines the backgr.unds, schooling, and career ex-
periences of the senior administrators surveyed; the preparation they had
for their positions and their evaluations of it; and the rewards and satisfac-
tions they receive from their jobs and their expectations for future employ-
ment. It then addresses the extent of the administrators’ participation in pro-
fessional activities outside their organizations, and lastly it reviews their
attitudes toward a range of policy and management issues, many of which
relate to their organizations’ missions. In each chapter, we first compare
the responses of administrators from each field; and then, based on factors
such as cohort, organization size, and career experience, we look at notable
variation in responses within each field.

The material in this report represents the major findings of this study.
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For the sake of brevity, reports of many analyses have been cmitted. A
much longer, more exhaustive report of our findings, including copies of
the survey instruments and of all tables for which statistics are cited, is
available for study at the offices of the National Endowment for the Arts’
Research Division. This report has been distributed by the Educational
Research Information Center (ERIC) to libraries and to ‘‘on-iine’’ com-
mercial information services under the title The Careers and Opinions of
Administrators of U.S. Art Museums, Resident Theatres, Orchestras, and
Local Arts Agencies (ERIC No. ED 257 696).

The author is obliged to many people and organizations for help in
undertaking and completing this study. In addition to the Research Divi-
sion of the National Endowment for the Arts, the Yale University Program
on Non-Profit Organizations provided financial backing and a supportive
environment for this research, and data analyses were supported by Yale
University through the Institution for Social and Policy Studies, School of
Organization and Management, and Department of Sociology. I am par-
ticularly grateful to Prof. John G. Simon for his confidence in this work.
Time to revise the report for publication was provided by a sabbatical from
Yale, which was supported by grants from tbe Carnegie Corporation of
New York and the William and Flora Hewlett Fouudation to the Yale Pro-
gram on Non-Profit Organizations; and by a grant to the Center for Ad-
vanced Study in the Behavioral Sciences from the Andrew W. Mellon Foun-
dation. The Center for Advanced Study provided expert clerical and com-
puter assistance and 2 nurturant atmosphere without parallel.

The largest debt of appreciation is owed to the many administrators
who tock time from their usually oversaturated schedules, often with ex-
tracrdinary good humor, to complete the surveys. Many arts administrators,
service organization staff, and stafi of public arts agencies, some of whom
would prefer to remain unnamed, provided invaluable critical reviews of
draft survey instruments. / am grateful for the help and cooperation of the
NACAA, and in particular, of its directors, Chick Dombach and Gretchen
Weist, who kindly made available to me results of their own survey of
NACAA’s membership. The good counsel and patience of Tom Bradshaw,
Harold Horowitz, and John Shaffer of the National Endowment for the Arts’
Research Division, is much appreciated, as is advice on survey drafting
from several present and former Yale colleagues, especially John Kimberly,
Walter Poweil, and Janet Weiss. Mitchell Smith of the New York State
Council on the Arts offered helpful tips on surveying arts administrators.
Ella Sandor of the Yale Program on Non-Profit Organizations facilitated
the administration of the study throughout, and Barbara Mulligan and
Marilyn Mandell provided outstanding clerical (and, at time, more than
clerical) assistance during the survey phase. Thanks is due Caroline Watts,
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Elizabeth Huntley, and Naomi Rutenberg for dedicated research assistance
in undertaking the survy; Frank P. Romo, for advice on data analysis;
and, especially, Kristen Stenberg, for superb assistance in data analysis and
for extraordinary feats of diligence, patience, and creativity in data
management.

Notes

1. Peter M. Blau and Richard A. Schoenherr, The Structure of Orgunizations (New York:
Basic Books, 1971).

2. This argument is made most lucidly by Richard A. Peterson in ‘‘From Impresario
io Arts Administrator: Formal Accountability in Nonprofit Cultural Organizations,”
in Nonprofit Enterprise in the Arts: Studies in Mission and Constraint, ed. Paul
DiMaggio (New York: Oxford University Press, 1986).

3. When this research was undertaken, ‘‘community ais agencies’’ was the term com-
monly used for organizations that now refer to themsclves as *‘local arts agencies.’’
The service organization for this field, the Navonal Assembly of Local Arts Agen-
cies (NALAA), was then named the National Assembly of Community Arts Agen-
cies (NACAA). Throughout this report, the term ‘‘community aits agency’’ (CAA)
is used fo refer to the agencies at the time of the survey, while “‘local arts agency”
is used as the generic or contemporary referance.

4. David J. Skal, ed., Theatre Profiles 4 (New Ynrk: Theatre Communications Group,
1979).

5. Mathtech, Inc., Conditions and Needs of the Professicnal American Theatre
(Washington, D.C.: National Endowment for the Arts, Research Division, 1980).

6. Resource Guide (Vienna, Va.: American Symphtony Orchestra League, 1979).

7. See Macro Systems, Inc., Contractor’s Report: Museum Program Survey, 1979
(Washington, D.C.: National Center for £ ucational Statistics, 1981).

§. Some responding museums provided only *‘total budget’’ figures rather than *‘operating
budget’’ information. Where attendance reports appeared inflated—i.e., where they
were inconsistent with data on budget and hours—museums were dropped.

9. American Association cf Museums, The Official Museum Directorv 1980 (Skckie,
Ill.: National Register Publishing Co., Inc., 1979).

10. Jacques Cattell Press, American Art Directory (New York: Bowker 1980).
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Execu:uive Sun.aary

This survey report examiues the backgrounds and careers of senior ad-
ministrators of 12sident theaters, art museums, symphony orchestras, and
community arts agencies (CAAs); the rewards they receive from their work
and their expectations about future employment; the training they have had
and their evaluation of it; «nd their professional participation and attitudes
on a range of management and policy issues. Highlights of the study’s find-
ings are summarized under three headings, each a topic of importance to
arts administrators and policymakers: recruitment and rewu:d, training, and
professicnalism.

Recruitment and Reward

The 1960s and 1970s were a time of expansion for the: arts in two senses:
first, many arts organizations grew significantly in size during that period;
and second, the number of organizations in many fields grew substantially
as well. Growth of both kinds increased empioyment opportunities, attracted
potential managers into the labor market, and provided r., d advancement
for many of the people thus drawn in. But if growth slows down in the
years to come, arts organizations may find it more difficult to recruit
inanagers; and managers, once recruited, .nay find fewer opportunities for
career development than did their predecessors.

Indeed, in 1981, when these dat~ were collected, the years in which
the managers surveyed had entered their fields tended to cluster for all
disciplines but orchesiras. The greatest period of influx among art museum
directors was between 1966 and 1970; among theater managing directors,
between 1971 and 1975; and among CAA directors, between 1975 and 1979.
These periods occurred either during or immediateiy afte. expansionary eras.
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Most administrators came from relatively—but not extremely—
privileged social backgrounds. Their parents had moie years of schooling
and better jobs than most Americans of their age. However, except perhaps
for those of the art museum directors, administrators’ parents were not ‘
predominantly college educated, professional, or upper managerial. Cohort j
comparisons indicate that, among art museum and, to a lesser extent, theater |
administrators, family backgrounds have become less high-status over time. |
By contrast, the administrators themselves were notably well educated. |
In every field, all but a few had college degrees and more than half pur-
sued their formal education beyond college. Greater educational attainment ‘
over time was found among theater managing directors and art museum
directors, the latter of whom increasingly had eamed Ph.D.s in art history; 1
and substantial percentages within both groups with college degrees had |
earned them at very selective colleges and universities. |
At the same time, women in all fields tended to have received fewer
years of education. They also managed smaller organizations. But although
all fields cxcept the art museums had greater percentages of women among
more recent cohorts of administrators, we cannot assume their greater
representation indicates a long-term expansion of opportnnities for women
administrators since the attrition of women managers may possibly be higher
than that of their male counterparts.
Administrators were initially recruited into their fields from various
' sources. About 40 percent of the art museum directors and orchestra
managers entered their fields immediately after completing their formal
education. This proportion declined among theater managing directors and
was even smaller among CAA directors. However, only in the symphcay
orchestra field were administrators frequently recruited from business
enterprises.
The first jobs many respondents heid in their fields (as many as 80 per-
cent of CAA directors) were top administratorships. Smaller proportions
in each field entered into aesthetic positions first, from theater managing
directors and orchestra managers who began as actors or musicians, respec-
tively, to art museum directors who started in curatoria', registration, or
exhibition positions.
Nonetheless, many administrators did have firsthand familiarity with
the arts they managed. Approximately 20 perceni . ¢he orchestra
respondents had worked at some time as musicians; a similar percentage
of the CAA directors reported working as visual or performing artists; two
fifths of the theater managing directors had been actors or artistic directors
(not necessarily full time); and more than two fifths of the art museum direc-
tors had been curators. What is more, substantial percentages of top managers
in each field majored in a relevant artistic discipline in college.
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EXECUTIVE SUMMARY

In the performing arts, however, our 1981 data show that the percen-
tage of administrators with artistic experience appears to have declined over
time: the most recent entrants into these fields were more likely to have
administrative experience and/or management degrees, and were less likely
to report artistic experience, than were more senior administrators. Similarly,
the percentage of art museum directors who had been curators declined with
time as the percentage of new r:cruits moving to directorships from academic
w:aching jobs increased.

Arts administration careers lack the formal structure that educational
and internship re. .irements impos= on the traditional professions and that
managers of the largest corporations receive from internal labor markets.
There are no formal ranks or systematic evaluations as there are in govern-
mer:t service to provide individuals with guides to their own progress. In-
deed, only in the art museums, where one career pattern (from curator to
director) was being preempted by another (from art history professor to
director) were there one or two modal career progressions. In the other
fields, and particularly in the community arts, careers were neither routinized
nor predictable.

Such unpredictable career structures are often stressful, and where
careers are sufficiently chaotic, retention of personnel may be difficult. To
some extent, expansion of members and size of organizations may have
softened the effects of a lack of routinization between 1960 and 1980, dur-
ing which time administrators in all four fields rose quickly to command-
ing positions. Median years to first top managership range from zero among
the community arts respondents (where most directors were hired into top
positions from outside the field) to about six years in the art museum field.
Most administrators attained their first chief executive positions while still
in their thirties. Contrary to popular belief, however, arts administrators
who remain in their fields do not appear to be job-hoppers: more than half
of those surveyed had worked for one or two organizations in their fields,
and only a small percentage had held jobs at more than four.

To the extent that the ratz of growth of the field covered in the study
(and with it opportunities for career advancement) has declined during the
1980s, arts organizations may have trouble recruiting and, in particular,
keeping talented administrators. It is thus all the more important to under-
stand the rewards that keep administrators at their jobs.

Organizational budgets and salaries were highest for the art museums
and orchestras, and lowest for the resident theaters and CAAs. Art museum
girectors and orchestra managers also reported somewhat higher levels of
satisfaction than did other ‘dministrators. By contrast, more CAA direc-
tors than other respondents considered it likely that they would accept a
job outside the arts, that they would work for public arts agencies other
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than CAAs, or that they would manage some other kind of arts crganiza-
tion. These findings suggest that the lack of both resouices and other more
subjective rewards may lead to attrition among CAA directors and perhaps
among administrators in other fields as well.

Holding other factors constant, seniority was related to the size of
organizational budget in all fields but the art museums; it also influenced
salaries in all fields but art museums. Thus women, who managed smaller
organizations, received lower pay than comparable male administrators in
every field. Finally, attendance at a private schoo} or a prestigious college
was associated with organizational budget as well. Among art museum direc-
tors, the best predictor of the resources a director commanded was posses-
sion of a degree from a specific prestigious American university.

Factors that influenced expectations of leaving administrative positions
in the arts differed among the four fields. Women theater managing direc-
tors, for example, were more likely than their male counterparts to expect
to take jobs outside of the arts, as were art museam directors if, controlling
for other factors, they had a lot of museum experiencc for their age and
had worked as curators. Orchestra managers with business degrees were
less likely, other things equal, to anticipate working outside of the arts than
were those without them. Aind among CAA directors, intention to leave
the field was negatively associated with college selectivity and years of ex-
perience, and positively associated with parental education. Finally, for all
groups but art museum directors, administrato:s in the middle cohort were
most likely to consider their taking a job outside the arts, which perhaps
indicates frustration over career blockage among midcareer managers. It
is among these midcarcer managers and, for the theaters, among female
administrators, that the dangers of significant attrition would appear greatest.

These findings suggest the importance of both rewards and relatively
stable career paths in recruiting and keeping talented administrators. Of
course, some administrators will always be attracted to the arts; those
surveyed reported deriving satisfaction from many aspects of their work.
Yet it will probably remain difficult—and, to the extent expansion slows,
become more difficult—to attract and retain committed and talented ad-
ministrators in all the 1ields discussed here, except perhaps art museums.
The danger of attrition appears greatest in community arts agencies, where
careers are most chaotic and salaries are lowest; conversely, it is least press-
ing among art museum directors, whose salaries are highest and whose career
patterns are most predictable. The data reported suggest that a program aimed
at attracting and keeping managers would have to accomplish three things:

1. Raise salaries in fields in which administrators are least well paid.

2. Establish somewhat more predictable career paths that offer the prom-
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ise of further opportunities to administrators who reach the top of large
or medium-sized organizations relatively early in life.

3. Offer more equal opportunities to women managers who pursue careers
in these fields.

Training

As the number and complexity of arts organizations have grown, so has
their need for skilled managers. Yet strikingly few of the administrators
su. cyed reported being well prepared for managerial positions. CAA direc-
tors (who, on average, first became administrators at an older age than other
maragers) were somewhat more likely to be prepared and art museum direc-
tors somewhat less likely—to assume many administrative duties at the time
they were appointed to their first top managership. In each field, as many
reported being poorly prepared for each function as being well prepared.
In short, administrators in all four fields believed their preparation, par-
ticularly in financial management and labor relations, could have been much
better. Additionally, theater managing directors felt they had been poorly
prepared for hoard relations while art museum directors specifically faulted
their preparation for government relations, marketing and public relations.
According to their responses in the survey, only the younger theater
managing directors had become better prepared for their positions than the
more senior managing directors. The more junior cohort among them were
more likely than any others to consider themselves well prepared at the start
for all functio:.; but labor relations, and less likely to consider themselves
poorly prepared for every function but personnel management. By contrast,
the senior art museum directors and orchestra managers were more likely
to report themselves poorly prepared for everything but personnel manage-
ment than were directors in the middle cohorts of their felds.
Administrators in all fields responded that on-the-job training was the
principal means by which they had tried to master each of the management
functions about which they were questioned in the study. Many had used
professional workshops and seminars, and art museum and theater manag-
ing directors in particular had used consultants. A smaller minority of ad-
ministrators in each field had taken university arts administration and general
management courses—especially theater managing directors and orchestra
managers—most notably in the area of financial management; and atten-
dance at these courses, particularly arong these groups, seemed to be rising.
General reputations of different training formats were surprisingly con-
sistent from field to field. Respondents in all fields ranked on-the-job train-
ing above all other forms, and internships were highly valued as well. By
contrast, management consultants were ranked very low in every field.
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Respondents were most polarized around university arts administration and
general management courses, and change in reputation by cohort appeared
only among the theater managing directors, where relative newcomers
favored university courses over workshops and seminars more than their
more senior colleagues did.

Yet when the question specified the management function for which
each training format was used and only those respondents who had actually
used the respective formats were asked to evaluate them, the responses were
quite different. Although the reputation of consultants among all ad-
ministrators was quite low, managers who had used them reported high
levels of satisfaction. Conversely, respondents who had used arts administra-
tion programs found them relatively unhelpful for most purposes, e :n
though their generalized reputation was rather high.

These findings reflect subjective appraisals and not objective measures
of the quality either of the preparation arts administrators reccived or of
the different kinds of training formats. They do, however, suggest several
points policymakers should bear in mind:

1. Administrators in all these fields perceive their preparation for executive
positions to be inadequate.

2. On-the-job training is still the most common and best appreciated kind
of training in every field for administrative skills.

3. People who actually used different training methods for specific pur-
poses rated them differently than those who had not used them. To
the extent that the former’s evaluations have a sounder basis, program
administrators should be cautious cf making decisions about training
alternatives on those methods’ general reputasions. Agencies and foun-
dations that have supported the development of specific kinds of manage-
ment training should consider rigorously evaluating the effectiveness
of the programs they have aided before expending more funds for this

purpose.

Professionalism

The term professionalism is often used to connote competence, and a *‘pro-
fessional manager” is often seen as one who is knowledgeable and capable.
This usage, however, does not tell us how occupations that are regarded
as professions differ from those that are not. (There are, for example,
bricklayers, train conductors, and automotive mechanics who are both well
and poorly trained, both competent and incompetent; yet few people talk
about professionalism in those fields, and those who do are not taken very
seriously.)
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Instead, this report adheres to a definition of professionalism that is
based on a tradition of studies of professionals and professionalizing oc-
cupations. In this tradition, professions are described as occupations with
some or all of the following characteristics: a monopoly of at least somewhat
esoteric knowledge; a body of professional ethics or standards; professional
associations that enforce these standards, accredit training institutions, and
license practitioners; extensive collegial interaction among practitioners
employed in different organizations, » commitment to professional stan-
dards even when they conflict with organizational goals; and a claim to
altruism and disinterestedness in prosessional practice. Professionalism, as
used here, refers to the presence o: absence of these factors, and not to
the competence or lack thereof of practitioners.

Administrators in all four fields participated in an extensive web of
local, state, and national professional activities, ranging from xplicitly pro-
fessional societies like the Association of Art Museum Directors, to ser-
vice organizaticns that function in some ways like professional associations,
to peer review panels in state and federal arts and cultural agencies. Speeches
at association meetings and articles in field publications often refer to pro-
fessionalism as a goal or a reality.

Yet in none of these fields were managers regarded as professionals
as the term is used here. In no case, for example, were practitioners re-
quired to hold degrees in a particular management curriculum, nor were
they licensed by professional panels. Moreover, allegiance to values
associated with professionalism (mastery of a formal body of expertise, sup-
port for professional over organizational standards, licensing for practi-
tioners) was far from universal among the respondents.

Possibly these findings reflect processes of professionalization that are
stiil incomplete. Indeed, professionalism seems least advanced among the
CAA administrators, the newest managerial group, and most advanced
(although in its art-historical rather than administrative sense) among the
art museum directors, the arts’ oldest administrative cadre. Our survey
reveals some evidence of managerial professionalization in the resident
theater, where younger managing directors were more likely to have for-
mal training beyond college, management degrees and management ex-
perience prior to assuming their first top administrative position, and in-
service training in university management programs. Attitudes of the more
recent theater administrators were also more akin, in some respects, to tradi-
tional professional values than were those of their more senior colleagues.
Nonetheless, even the most junior cohort of managing theater directors
showed divergence from the professional model, and experiences and at-
titudes of administrators in the other fields were even less typical of
professionalism.
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Managerial professionalization in the arts is a movement fraught with
paradox. One paradox has to do with the nature of professional manage-
ment in any field. A tension exists between the emphasis in professional
ideology on peer control and the emphasis in management on the pursuit
of the organization’s best interests. If the professional—by definition—must
evade organizational control to live up to the standards of the profession,
the manager—again, by definition—must exert control for the benefit of
the organization. If the professional’s legitimacy comes from the impossibil-
ity of routinizing his or her work, the manager’s derives from his or her
expertise at making organizational processes more routine. Managerial and
nrofessional warrants for occupational authority are different and, to some
extent, inconsistent.

A second paradox has to do with tensions between managerial and
aesthetic orientation. Within the arts, even among administrators, there is
little consensus as to the kind of expertise that should be expected of
managers. In some organizations, the manager must master techniques of
budgeting, marketing, and public relations. In others, subordinates execute
these functions, and the manager is a catalyst and integrator of the work
of others. In stil! others, the administrator deals primarily with the organiza-
tion’s environment, specializing in fund-raising and public relations. In the
absence of uniformity in arts organizations’ needs, and thus of consensus
about what the expert manager should be expert at doing, it is difficult to
design a formal curriculum, much less to expect that arts organizations will
demand that administrative candidates hold a specific credential. Uncer-
tainty about the nature of managerial work is reflected in the emphasis on
hands-on experience that emerged in respondents’ criteria for selecting direc-
tors and in their evaluation of training approaches.

This uncertainty is compounded by the belief of many (particularly older)
administrators in arts organizations that the chief executive should be some-
one with aesthetic as well as administrative expertise. Among the ad-
ministratnrs surveyed here, this was a minority view in all fields but the
art museums. Ironically, however, it is the art museum directorship that
has professionalized at a faster pace than any of the others. More than half
of the most recent cohort of art museum directors held a specialized ad-
vanced degree (the Ph.D. in art history)—education appears to have become
a more important determinant of success while family background has de-
clined in importance—and they were more likely than other respondents
to stress the importance of professional codes of ethics and even to enter-
tain the idea that professional associations should play a role in enforcing
such codes. Yet these directors were least likely to have management training
or to value a management background. Theirs is a professionalism in which
administrative expertise plays only a minor role.
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The third paradox involves the underlying structure of managerial
careers and the absence of a basis in the labor market for an arts manage-
ment profession. The labor markets for the fields investigated here (with
the important excep.ion of the community arts organizations) appear highly
segmented. Few respondents in any field but the community arts had ever
been administrators in any other field or anticipated ever managing a dif-
ferent kind of arts organization. Very tew art museum directors had ever
worked for any other kind of museum, and nearly as few expected ever
to work for one, much less to administer soine other kind of arts organiza-
tion. Although many CAA directors had experience in the performing or
visual arts, the backgrounds of other administrators suggest that the road
from disciplinary organizations to the community arts organizations is a
one-way street. What is more, few administrators had degrees in arts ad-
ministration, and such degrees were not valued as highly as many other
kinds of preparation. Thus, it appears that arts administration is a term that
describes not a single profession but a family of occupations, each with
its own labor market.

The issue of prefessionalism should not, however, obscure the real need
of arts organizations for strong management in an increasingly complex
environment. Arts organizations in the fields studied here race challenges
in recruiting and retaining talented administrators, and in providing the train-
ing they need to co their jobs well. The growth in the arts during the 1960s
and 1970s may have softened the challenges of getting and keeping compe-
tent administrators at the same time that it made their jobs more complicated
than they had once been. Slower growth in the years to come could make
those challenges even more pressing and could jeopardize the gains in ad-
ministrative performance that have been achieved.

Policymakers concerned with the need in the future for strong arts
management should work toward a better resolution of three paradoxes:

1. Managerial and professional warrants for occupational authority are
different and, to some extent, inconsistent.

2. There is little consensus, even among administrators, as to the kind
of expertise that should be expected of arts managers.

3. The underlying structure of managerial careers in the four fields studied
indicates a family of occupations, each with its own labor market, rather
than a single profession.
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Backgrounds, Recruitment,
And Careers

Many of the most critical managerial problems facing American arts in-
stitutions concern the careers of the individuals who manage them. An artistic
discipline must induce capable managers to enter career paths that lead to
executive positions. It must provide these individuals with the experience
and knowledge they need to perform effectively as top executives. And it
must reward talented executives sufficiently so they will remain in the field.

In short, for a field to attract and retain talented managers, it must pro-
vide careers—sequences of jobs that lead to desired end points—to motivate
people to participate. Orderly careers allow individuals to compare their
progress with that of their peers, to seek proximate goals with some cer-
tainty that they will lead to valued long-range outcomes, and to work from
day to day with some confidence that competent performance will be re-
warded. In fields where careers are cha ‘ic (the paths to higher positions
being irregular and unprediciabie) or where opportunities are few, it is dif-
ficult to attract talented managers or to persuade those who are attracted
to stay.

Individuals and service organizations in all artistic disciplines are con-
cerned about administrative recruitment.' But, as yet, we have known li-
tle about who art managers are: their background, their education, their
preparation, and their success (or lack of success) in their chosen fields.?
Where concern is great and information meager, stereotypes abound.
Managerial careers in the arts are said to be characterized by instability
and job-hopping. Arts managers are sometimes portrayed as failed artists,
frustratedly accepting executive positions for which they are unqualified
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as substitutes for artistic roles they would rather play. Or, alternatively,
arts administrators are alleged to be ‘‘just’’ managers, knowledgeable about
accounting and marketing but insensitive to the particular needs and demands
of their artistic disciplines. The results of our research, however, suggest
that these stereotypes are not well-founded.

Educational and Social Backgrounds

Managers in each field were predominantly from upper middle-class
backgrounds. Museum and theater managing directors ranked slightly higher
on most measures of family status, followed by orchestra managers and
then CAA directors; more than one sixth of the CAA directors grew up
in blue-collar families, while fewer than one tenth of museum or orchestra
top executives did. Accordingly, museum directors were somewhat more
likely and CAA directors somewhat less likely than managers in the other
two fields to have college-educated fathers and to have attended private
schools.

Based on the Astin Index of ‘‘College Quality,’’ which measures selec-
tivity as much as it does quality and is used widely by researchers in higher
education, museum directors attended more selective colleges and CAA
directors less selective colleges than did theater and orchestra managers.
Nonetheless, the vast majority of all managers carned a college degree, and
more than half in each field (and almost all art museum directors) sought
graduate degrees.

While in college, managers majored in artistic fields related to their
later employment (e.g., theater studies, art history, music, or visual arts)
to a striking extent (from 39 percent of CAA directors to 58 percent of
art museum directors), and over one quarter of those who did not chose
the humanities—including English literature, history, or foreign languages.
Although relatively few managers in any field majored in education, manage-
ment, or arts administration as undergraduates, a small minority did pur-
sue advanced degrees in management or arts administration. However, many
even in that minority hold B.A.s in their field’s art form. These facts tend
to refute assertions that arts organizations have been taken over by artistically
unsophisticated professional managers, at least insofar as we define pro-
fessional in terms of academic credentials.

Differences Between Male and Female Managers

Across the four disciplines, the proportion of top managers who were men
varied widely, ranging from 45 percent in CAAs to 85 percent in art
museums, with about two thirds in theaters and orchestras. In every field
except art museums, however, women disproportionately had less senior-
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ity (measured by the year in which they began their first full-time job in
the field), even though they were not necessarily younger. For example,
although male theater managers were more likely than their female counter-
paris io be over 40, the opposite was true in CAAs and art museums.

In all fields but theater, female managers tended to come from a higher-
status social background than did their male counterparts. Thus, they were
more likely to have had college-educated parents—especially mothers—
and fathers who were businessmen or professionals, and less likely to have
come from blue-collar homes. By contrast, again in every field but theater
(where there was little difference), male managers were more highly educated
than females, as evidenced by their much greater likelihood of having re-
ceived graduate training and/or degrees.

While in college, women orchestra and theater managers were from
two to four times as likely as men to have majored in the humanities: far
fewer women orchestra and CAA managers majored in the performing arts.
While female CAA managers who majored in education or the social sciences
outnumbered the males, no female theater managers majored in business
or arts management, whereas one in seven males did. Within each field,
the most striking difference was that women managers tended to administer
smaller organizations. For example, more than half of all women art museum
directors were in the smallest quarter of museums while just 18 percent
directed the largest, and 46 percent of female orchestra managers ad-
ministered the lowest budget quartile of orchestras while just 5 percent
managed the largest.

Differences by Budget Size

Each set of administrators was divided into four quartiles based on the dollar
operating budget of their institutions (see table 1-1). Not surprisingly,
managers of the largest institutions by and large had spent more years in
their fields than administrators of small organizations, which suggests that

Table 1-1

Budget Ranges by Category and Discipline
(in thousands of dollars)

Discipline Lowest quartlle 2nd quartlie 3rd quartile Top quartlle

Theaters less than 260 260-500 501-1200 more than 1200
Orchestras less than 320 320-700 701-1700 more than 1700
Art Museums less than 500 500-1000 1001-2000 more than 2000
CAAs less than 50 50-100 101- 300 more than 300
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the latter group tends either to move to larger organizations or to leave the
field. Managers of wealthy institutions also tended to be slightly older than
managers of small organizations, especially in the case of the resident
theaters. Directors of the largest art museums were more likely than other
directors to have attended private secondary schools and colleges in the north-
east, and to have earred Ph D.s; most striking was the finding that almost
40 percent of art museum directors from tle largest museums and more
than 25 percent of those from the next largest hold undergraduate or graduate
degrees awarded by a specific American university, compared with just 5
percent of those from smaller museums.

Differences by Cohort

Assertions that administrators have changed in recent years can be evaluated
by looking at the differences between cohorts—that is, between managers
who began their careers in different eras. After dividing each managerial
nopulation into three cohorts Lased on the year in which they took their
first full-time jobs in their fields (see table 1-2), we compared their ex-
periences to look at change over time.

For three reasons, however, such cohort data must be interpreted with
caution.’ First, we know that some individuals who entered the field along
with th= oldest cohorts have now left it, and that some members of our
youngest cohorts will soon be gone. But our data cannot tell us whether
membership characteristics between cohorts differ because different sets
of managers were recruited at different times or because different kinds
of managers experience different rates of trition.

Second, when we compare cohorts we cannot always distinguish period
effects (effects of the era in which a person entered the field) from aging
effects. For example, we have seen that, in all four fields, top executives
of wealthy institutions were older than top executives of small ones. A visitor

Table 1-2

Cohort Categories for Each Discipline,
By First Year of First Job in Field

Discipiine Cohort 1 Cohort 2 Cohort 3
Theaters Before 1967 1967-1974 After 1974
Orchestras Before 1964 1964-1973 After 1973
Art Museums Before 1963 1963-1968 After 1968
CAAs* Before 1976 1976-1978 After 1978

* First fulltime job in the arts.
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from outer space might logically attribute this finding to a period effect,
concluding that people who went into the arts 20 years ago entered major
institutions while those entering arts management today prefer smaller ones.
But we are more likely to believe it reflects an aging effect: when managers
leave their mark on a field, they are offered jobs at larger and more
prestigious institutions that will not hire inexperienced managers. In
distinguishing true cohort effects from the effects of differential attrition
or aging, then, we must go beyond the data and draw on experience, intui-
tion, and common sense.

Finally, the reader should note that the years that define cohorts differ
from discipline to discipline, depending on the distribution of entry years
in each managerial group. Thus, a member of the most senior cohort of
CAA directors may have had fewer years of experience than a member of
the least senior cohort of art museum directors. In general, the brief time
span of most CAA directors’ careers created a paucity of notable differences
among cohorts in that field.

Despite thesc caveats, some striking findings emerge from the analysis
of cohort variation ameng the four arts administrator populations. Not sur-
prisingly, managers with seniority were more likely to command the
largest—and less likely to command the smallest—organizations in each field
than were recent entrants. More notably, in each discipline, the percentage
of female administrators grew with each successive cohort. For example,
48 percent of orchestra managers entering the field since 1973 were women,
over three times as many as those taking their first orchestra job before
1964. Similarly, the percentage of women among senior resident theater
managers more than doubled among the ‘‘newcomer’’ cohort. But while
these findings are consistent with increased opportunities for women in arts
organization management, they are also consistent with greater attrition of
women managers over time. That is, the data would look the same whether
women were doing better (a cohort effect) or were simply dropping out
of these fields as they got older (an attrition effect).

Except in the orchestra field, the educational attainment of top managers
appeared to increase over time. While more than 25 percent of senior CAA
directors lacked the B.A., under 10 percent of the most recent entrants did.
And fewer than half of the most senior theater managers pursued their educa-
tion beyond the B.A., compared with approximately 60 percent of each
subsequert cohort. Finally, 55 percent of the newest art museum directors
earned Ph.D.s, over three times the proportion as in the most senior cohort.

Surprisingly, the dramatic increase in formal education among art
museum managers has been accompanied by a decline in measures of paren-
tal social status. Among those in the most recent cohort, fewer had par-
ents who were professionals or who owned or ran large businesses, and
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more came from blue-collar and middle-class business families. Moreover,
fewer had grandparents born in North America, and even fewer attended
private secondary schools. Thus, en.ry into the art museum field (and, to
a lesser extent, into the theater field as well) seems to hiave become less
strongly related to family background and more directly a product of educa-
tional accomplishment. (Note thc. these findings could h. ve resulted from
attrition if directors from higher-status backgrounds stayed in the field longer
than those from more modest . vines, but there is nothing to suggest this
was the case.)

Recruitment into Arts Administyation

A crucial concept in thinking about careers is th:t of ‘‘entry portal.”” To
develop a career in a field, a person must first euter a career track. The
opportuntiies for entry will determine the kinds of individuals who build
careers there. Fields with many entry portals will recruit diverse men and
women into top positions, thus accumulating talent from a wide range of
sources. Fields with only one entry portal will tend to recruit persons with
similar backgrounds, socialization, and values into important jobs, thus in-
suring that such individuals will probably fit easily into the roles available
to them.

Each of our four artistic fields offered multiple entry portals and lacked
fixed credential requirements for employment. Before reviewing the dif-
ferent paths leading up to top administrative posts in each field, we should
first note that almost half of the art museum directors and orchestra managers
began cheir careers before 1965, whereas over half of the theater managing
directors entered theatrical work after 1971, and almost three quarters of
the CAA directors entered their field after 1975 (although many had worked
in the arts before then). Thus, the orchestra and art museum fields had a
larger core of veterans than did the other two.

Resident Theater Administrators

Almost half of all theater managing directors entered theater work directly
from formal schooling (usually college). This was more often true of older
rather than younger cohorts, however, the latter being almost three times
as likely to have apprenticed in othe .is or communications fields (e.g.,
journalism or art-festival 1nanagement). (Although this suggests that it may
have become more difficult to enter theatrical work directly from school,
it is also po.sible that staff entering from school were likely to stay in the
field longer than those with other backgrounds, in which case the data would
reflect differential attrition.) The third largest group of theater managers
(14 percent) first taught in primary or secondary schools before taking a

16

2'¢




-

BACKGROUNDS, RECRUITMENT, AND CAREERS

theater job, and about one in ten theat.r managers worked in business.
More than one third of al! managing directors were hired directly into
top administrative positions, and almost half were promoted to such po-i-
tions while still with their first employers. Almost half entered the field
in subordinate administrative posts (e.g., assistant ranaging director,
marketing director, public relations staff). Fewer than 10 percent, however,
began their careers as artistic directors or actors, while a similar propor-
tion entered in technical positions such as stage manager or set designer.
Those who did get their start in artistic or technical wo~k were three tines
more likely to be men (women tending more to be recruited into top manage-
ment as interns, administrative assistants, or other managemen staff), and
were less likely to manage the largest quartile of resident theaters.

Orchestra Managers

Orchestra managers were twice as likely as theater managing directors to
have entered their field from other artistic or communications fields (primar-
ily media or press, elementary or secondary music teaching, and other per-
forming arts management) or from a business career. Although overall they
were less likely than theater managing directors to have entered their fieid
directly from school, the opposite was true for members of the youngest
cohort of orchestra managers, a third of whom—in contrast to the youngest
cohort of theater managers— entered as soon as they completec their for-
mal education.

Almost half of all orches.ra managers began as top managers, with 17
percent more attaining that position with their first employers; over a third
entered the field as interns or assistants, as marketing or developing direc-
tors, or in other managerial posts. Women were seven times more likely
than men to have entered as secretaries or special project staff. Orchestra
managers were less likely than theater managing directors to have entered
their field in artistic or technical positions (just 11 percent began as musi-
cians or conductors). Finally, managers of the largest two quartiles were
almost twice as likely as managers of smaller orchestras to have started
in the field as top managers.

Art Museum Directors

Of all the managers surveyed, art museum directors had the most regular
entry patterns, entering museum work through schooling (43 percent) or
after teaching art history in college (25 percent). Almost half of those
recruited from school went into curatorial positions (the starting point for
almost one third of the directors), whereas m e than half of those recruited
from professorial positions were first hired as directors. Ove -all, almost
one quarter started off as directors, and almost one fifth began in such other
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administrative positions as assistant or associate director. Those recruited
from sources other than school or university teaching entered into a mix
of directorships, curatorial positions, cducational jobs, and other ad-
ministrative posts.

Recruitment backgrounds of male and female art museum directors were
very similar, as they were for directors across the four budget quartiles,
except that directors of the smallest museums were far less likely to have
gone directly from school into the art museum field.

Cohort data revealed that patterns of recruitment to the art museum
field changed over time. Recent entrants were less likely to have entered
museum work directly from school than were members of other cohorts,
the proportion declining over time from 61 percent of the most senior cohort
to 21 percent of the most junior. On the other hand, newcomers were more
likely to have been hired straight off as directors and were less likely to
have first served as curators.

These findings must be interpreted with caution. We would expect the
observed proportion of recent cohort members moving directly into direc-
torial jobs to be higher than the ‘‘true’’ percentage (i.e.. the percentage
of all persons entering the field during the most recent period who will ever
be directors), because individuals who entered recently as curators have
had less time to move into the management ranks. Similarly, the apparent
change in recruitment patterns might be explained if persons entering
museum work directly from school take longer to become directors than
persons with professorial experience.

Still, two factors suggest that these findings were noi entirely artifac-
tual. First, the trends toward both greater previous work experience and
a greater likelihood of entering the field as a director appeared between
the first and second cohorts as well as between the second and third. Second,
more directors in the current cohort have Ph.D.s and teaching experience
at the university level (53 percent compared with 31 percent in earlier
cohorts). Thus, it seems likely that, along with the trend toward higher educa-
tional attainments among museum directors, we are also witnsssing a trend
toward more university teaching experience and shorter periods in the field
before appointment to a first directorship.

CAA Directors

Compared with those in other fields, preentry positions and entry portals
were most diverse among the CAA directors, with no evidence of routine
recruitment patterns. About one third of the CAA directors entered artistic
or arts administrative work directly from school; the only other source of
recruitment accounting for more than 10 percent of the respondents was
nonprofit management.
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The first arts jobs of almost half the dire....s were in the community
arts fields, while just over 40 percent entered the field from other arts or
media organizations. Tue rest were scaitered among a wide range of pur-
suits. Only 10 percent of the CAA directors, far fewer than the top managers
in other fields, went directly from school into their current field. Yet for
over 80 percent, their first job in the community arts was a directorship,
and nearly all became directors while still with their first community arts
employers.

Male directors were more likely than their female counterparts to have
entered the field directly after graduation and were almost twice ds likely
to have been recruited from theater management. Women, on the other hand,
were abou: twice as likely to have worked in the press or media or to have
taught, and were about five ti.nes as likely to have held secretarial or clerical
jobs or to have served as volunteers.

Finally, managerial backgrounds differed neither by budget category
nor by cohort.

Thus, the artistic fields studied here tend to reflect the benefits of diverse
backgrounds rather than of consistent preparation and socialization. Each
field attracted many eventual managers directly from school and drew few
from business management. There is little evidence that arts managers are
either failed artists or, as a group, artistically naive. Although most ad-
ministrators went into management at an early stage of their careers, some
had brief artistic experience. Furthermore, substantial proportions in each
field had earned undergraduate degrees in the art forms they managed, and
those who had not were more likely to hold college degrees in the humanities
than in arts administration or general management.

Managerial Careers

In some fields (e.g., medicine, government service, university teaching)
recruits are aware of a number of conventional, sometimes mandato. y, steps
that can lead to positions of power and prestige. In other fields, the paths
of achievement are less apparent. The career paths taken by arts ad-
ministrators once in their fields are as varied as those taken prior to
recruitment.

In each of the four fields, apprcximately 10 percent of the top executives
had worked for more than four employers during their careers (not count-
ing unrelated positions prior to entry); between one half and two thirds had
worked for only one or two. Art museum and theater managing directors
tended to have the longest spells of employment: 30 percent of the former
and more than one fifth of the latter had been with their cur nt employers
for over 10 years. Orchesira managers were comparable to theater ad-
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ministrators in their tenure, while just S percent of CAA directors had worked
for more than 10 years for their current emp'oyers.

Most respondents were hired into their current administrative positions
»rom outside: only about one quarter of the theater, orchestra, and art
museum executives, and just 14 percent of the CAA directors, had been
promoted from within. Careers cnlininated in top managerial positions most
quickly among CAA directors, 82 percent of whom served no prior ap-
prenticeship in the field (although they tended to have longer work experience
outside the field), whereas almost half of the orchestra managers waited
longer than S years before reaching their positions, aid almost one quarter
waited for more than 10 years.

Theater managing directors were promoted youngest, with 43 percent
becoming executives before age 30, and all but 10 percent in managerial
posts before turning 40. By contrast, orchestra managers and museum direc-
tors were far more likely to become executives after age 40.

Few managers in any field had held more than two executive positions,
suggesting that job-ho,, ‘ng is uncommon among those who have attained
top managership.. However, prior work experience among managers before
they attained their positions varied among and even within fields.

In theaters, for example, substantial minorities had worked as actors,
artistic directors, ‘‘techies,”’ commercial theater or summer stock ad-
ministrators, teachers or professors, or public arts agency employees. But
none of these categories included even one third of all managing directors
surveyed. Similarly, relatively few managing directors had direct experience
in theater marketing, development, and public relations, nor had many
managed other performing arts organizations or worked in non-arts
businesses.

Female managing directors had mnich more experience than their male
ccunterparts working in theater public relations, marketing or audience
development, and fund-raising or development; further, they were twice
as likely to have taught in prima.y or secondary school or to have worked
in commercial theater. By corcrast, men were three time. more likely to
have worked in a public aris agency.

Experience in theater public relations, marketing, or development was
far more prevalent among managing directors of the smallest quartile
organizations, who were also much more likely than managers of larger
ones to have worked as actors, directors, or technicians. On the other hand,
managers in the largest budget quartile were notably more likely than their
peers to have worked in public arts agencies and summer stock.

Analysis of intercohort variation suggests that managerial work ex-
perience changed strikingly over time. The percentage of managing direc-
tors with experience in public relations, development, or marketing—three
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key management functions involving the theater’s external environment—
increased steadily with each cohort (from 7 percent among the most senior
directors to 33 percent among the most junior). At the same time, the percen-
tage of those involved in artistic or production work declined modestly but
just as steadily, as did the percentage of those with backgrounds in com-
mercial theater, summer stock, and college teaching. It is possible, however,
that the latter declines represent age effects, since managing directors may
gain experience in these fields after they have already become involved with
the resident stage (whereas they are unlikely to become actors cr develop-
ment directors after they have been managing airectors).

The same diversity in experience is apparent among orchestra managers.
Although more than one fifth (mostly males) had worked as musicians,
almost the same number had experience in non-arts businesses. Still others
had worked as elementary or secondary school teachers, for artists’ agen-
cies, or in other performing-arts management positions. Managers of the
largest budget quartile were only one third as likely as others to have taught
in elementary or secondary schools, and it was also rarer for them to have
worked as orchestra musicians. By contrast, the percentage of managers
having worked in opera, dance, or theater management—as well as of those
with experience in orchestra development, public relations, or marketing—
ascended with size, in both cases from 4 percent among managers of the
smallest orchestras to 22 percent among managers of the largest.

As with resident theater managers but to a less-marked degree, the trend
among orchestra managers, from the most senior cohort to the most junior,
appeared to lead away from prior artistic experience and toward business
and managerial experience. While the percentage of managers who had been
either orchestra musicians or music teachers has been gradually declining,
the percentage of those reporting experience in non-arts businesses, orchestra
public relations, development, or marketing has been on the increase.

Compared with theater and orchestra careers, those of art museum direc-
tors were relatively routine; yet even here, no kind of premanagerial work
experience was shared by even half the respondents. The most common
prior experience was curatorship, reported by nearly half the directors, while
almost as many had taught art at the college or university levei. Smaller
groups had worked as associate or assistant directors, in art museum educa-
tion departments, or as elementary or secondary school teachers. Surpris-
ingly, fully 20 pcicent (mostly male) reported being employed at some point
during their work careers in a business unrelated to the arts.

The relatively few women art museum directors were only half as likely
as men to have worked in non-arts businesses, and they were more likely
to have worked for nonprofit organizations outside the arts, in clerical mu-
seum positions, or as elementary or high school teachers. Among director.
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of the smallest museums, prior teaching experience was quite prevalent;
these persons were far more likely than directors oi larger museums to have
served as professc:s before entering museum work, to have taught in elemen-
tary or secondary schools, or to have worked as museum educators.

University-level teaching was significantly more common in the prior
careers of the most junior cohort as compared with those of the most senior
(48 percent to 6 percent, respectively). Also notable was the decline in the
percentage of directors with curzatorial experience (from 58 to 35 percent),
suggesting that a Ph.D. may be replacing curatorial service as preparation
for art museum directorships. Finally, in contrast with the findings for the
performing arts, the percentage of directors with business experience out-
side the arts appears to have declined.

The experiences of CAA directors were the most diverse of all. Because
most CAA directors took on directorships upon entry into the field, no in-
ternal position prepared them for ti:2ir work. Nor, as we have seen, were
there regular recruitment channels. Prior experience included teaching (in
primary and secondary schools as well as in schools for the arts), univer-
sity arts menagement, arts service organization and secretarial/clerical
employment, theater or orchestra management, performing, employment
in a commercial venture, experience as a visual artist, work in an arts center,
or work in a non-arts business. Finally, no major differences based on
gender, budget category, or cohort were visible.

Conclusions

Although the careers described in this chapter were relatively unroutinized
and idiosyncratic, some general conclusions can be drawn. To begin with,
the managers of larger arts organizations were, as a group, men and women
from families of relatively high social status. Women were a significant
presence in every field but the art museums, but they were always more
likely than men to be directing smaller, less prestigious institutions.

Moreover, educational levels of these managers were high—more than
half have pursued their formal educations past college—and seemed to be
rising, dramatically among art museum directors and more gradually among
others. If formal educational credentials and prior work experience are a
guide, the managers’ arts backgrounds were rather strong while their
management experierce was meager. Nonetheless, there wzare numerous
exceptions to these assertions, along with some evidence that management
training and experience were becoming more common and artistic experience
somewhat rarer among performing arts managers, especial'y those in resi-
dent theaters.

Cohort analys:s suggests that each field has been changing in distinc-
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tive ways, with the exception of CAAs, the directors of which were usually
such recent entrants into the field that few cenclusions could be drawn about
change.

Art museums have undergone professionalization, in the sense that their
directors—especially those of the largest institutions—have increasingly im-
pressive educational credentials and increasingly commonplace social
backgrounds. University teaching experience is more common in the re-
cent cohort than among previous entrants to the field, while curatorship
seems to have undergone a concomitant decline as a stepping-stone to the
directorship.

Among resident theaters (and orchestras, to a lesser extent), artistic
expertise has become somewhat less common and managerial training more
widespread.

Data from this study reveal that careers—i.e., ordered sequences of
jobs leading from conventional entry portals to predictable destinations—
did not exist in these fields. (Indeed, other research has demonstrated that
orderly careers are, in general, far less common than most people
believe.) Arts managers were recruited from many sources and brought
with them a panoply of experiences, and many entrants in all the fields moved
directly into top executive positions. Further, mobility within organizations
is limited by size: relatively few arts institutions have enough levels of
management to promote routinely all competent personnel. And movement
among organizations at the executive level appears to be less common than
widespread perceptions of job-hopping would suggest.

The disorderly nature of managerial careers in these artistic fields may
provide opportunities for organizations to hire talented individuals from
unusual backgrounds and for individuals willing to take risks to build suc-
cesstul careers. But many people find it stressful to work in environments
in which promotion opportunities are few and career strategies obscure and
poorly understood. Such individuals, if they face career stagnation or uncer-
tainty, may choose to leave arts administration for other pursuits.
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Rewards and Expectations

An artistic discipline not only must induce capable managers to pursue
careers within the field and provide them with the needed experience and
knowledge to ensure that they will succeed. It must also compensate and
reward them sufficiently to ensure that they will remain.

While many of the rewards arts administrators receive from their jobs
are predictably economic ones, incliding salary and control over resources
(as measured by organizational budget), there is also a range of noneconomic
satisfactions. Such factors greatly influence administrators’ 2xpectations as
to whether they wil! .ontinue to work in the arts.

Salary and Resources

Salary was related to the employing organization’s operating budget in every
field, very highly in the performing arts and more modestly in art rauseums
and CAAs. The lower correlation of salary with budget size among art
museums was partly an artifact of the restricted upper category of the salary
scale on the survey (respondents were asked to check the range in which
their salary fell). It may also have resulted from the inclusion of university
art museum directors, some of whose salaries were tied to university teaching
scales. Similarly, the salaries of municipal CAA directors may have been
constrained by municipal salary scales.

Generally speaking, however, administrators of larger organizatioas
earned more generous salaries. Over half of the orchestra managers and
86 percent of the art museum directors earned more than $27,500, com-
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pared with fewer than one third of the theater managing directors and just
21 percent of the CAA directors (see table 2-1). At the same time, art
museum and orchestra administrators commanded more resources (mean
budgets of $1.9 and $1.8 million, respectively) than did theater managing
and CAA directors (mean budgets of $954,000 and $354,000, respectively).
(In all cases, means are inflated by the presence of a few atypical organiza-
tions with exceptionally high budgets.) Similarly, male managers, who ad-
ministered larger organizations in every field, were better paid than women
managers. Amorg the resident theater respondents, for example, 45 per-
cent of the men but just 3 percent of the women earned more than $27,500
annually; and distributions were analogous, although less extreme, in other
fields. Finally, managers in more senior cohorts directed larger organiza-
tions and so earned more than did more recent entrants in every field.

In addition, theater managing directors with degrees in management
and without experience in theater marketing, development, or public rela-
tions departments; art museum directors with Ph.D.s in art history and any
degree from one specific major American university; and CAA directors
with arts degrees and prior arts experience were also all better paid than
were their counterparts without these attributes.

Note that these observations describe associations, not causal relation-
ships, and they tell us nothing about how these associations might be altered.
Take, for example, the finding that women earned less money than men.
If this was because women managers were less well educated than men,
it could be changed by training female arts administrators. If it was because
women were less experienced, the difference would be expectad to moderate
with time, at least if male and female recruits were equally likely to remain
in their fields. If tne difference existed because women worked for

Table 2-1
Salary by Field
(percent)

Theaters  Orchestras Art Museums CAAs
$0-$10,000 12.74 2.78 1.63 4.58
$10,001-$15,000 18.63 9.26 0.81 18.32
$15,001-$20,000 14.71 10.19 2.44 29.77
$20,001-$27,500 22.55 25.93 8.94 25.95
$27,501-$35,000 10.78 19.44 14.63 12.98
$35,001-$50,000 13.73 14.82 45.53 7.63
over $50,000 6.87 17.59 26.02 0.76
(Respondents) (102) (108) (123) (131)
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smaller employers than did men, the problem would rest both in the
nature of women’s careers and in large organizations’ hiring patterns. If
similar organizations paid women less than they would have paid men with
the same talents and credentials, womser. would have recourse to legal
remedies.

To distinguish the causes of this observed variation, we used a statistical
techrique known as multiple regression analysis. This technique allows one
to investigate the effects of each independent variable on an outcome while
simultaneously controlling for each one. For example, a multiple regres-
sion analysis of the impact of rainfall, sunshine, and fertilizer on the height
of tomato plants would permit us to estimate the effect of each factor alone,
irrespective of the others. Note that the term effect refers to statistical ef-
fect rather than to causality. Although such findings are consistent with the
existence of real effects, they do not in themselves prove that those effects
exist. For the sake of brevity, the phrases ‘‘other things equal,’’ ‘‘net ef-
fects,”’ and ‘‘controlling for other factors’’ will not be included in every
sentence in the report of regression results. The reader should note, however,
that unless otherwise indicated, descriptions of results all refer to net
associations—that is, controlling for the influences of other measured factors.

Let us first consider predictors of budget size. The budget a manager
commands is an important source of reward in its own right and is related
as well to salary, especially in the performing arts. In all but the art museum
field, and especially among resident theaters, being a woman was negatively
associated with budget size, even after controlling for family background,
education, and career experience.

The effects of family background were small in all fields, although
parents’ educational attainmeat exerted a modest positive effect on budget
size for orchestra managers and a modest but surprising negative effect on
budgets commanded by art museum directors. Managers in all fields who
attended private secondary schools (a measure of family social status), as
well as orchestra managers who attended more selective colleges, ad-
ministered larger budgets, other things equal. By contrast, years of educa-
tion had a surprisingiy negative impact on the budgets commanded by CAA
directors, even after controlling for years in the field. Notably, the major
influence on the budget size of art museum directors was attendance at a
specific major American university.

Aspects of age and seniority had strong positive net effects on budget
size in every field except the art museums. Years worked before entering
the field substantially influenced budgets administered by CAA directors,
as did years of work experience in the field, which was also a powerful
net predictor of organization budget for orchestra and theater administrators.

In our regression analyses of managerial salaries, budget size was by
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far the most important predictor of salary among the theater and orchestra
managers; additionally, it exerted an important influence on the salaries
of CAA directors and a more modest, but still notable, net effect on those
of art museum directors.

Salaries were also influenced by experience. Years of work experience
was a very powerful predictor of salary in the performing arts and, to a
slightly lesser degree, among the CAA directors, while a closely related
measure, years of experience in the arts, was an important predictor of art
museum directors’ salaries. Surprisingly, holding experience constant,
managers of orchestras who reported iong tenures with their current
employers earned substantially less than managers with briefer tenures. This
was not the case, however, in other fields.

The impact of educational experience on salary varied in importance
from the art museum field, where it was crucial, to the orchestra field, where
it was negligible. The salary of art museum directors was notably influenced
by attendance at a specific American university, although not as much as
it was by years of educational attainment. In the museum field, then, the
income determination process appeared to have components of both
meritocracy and old school ties.

Among CAA directors, educational attainment was as strong a predic-
tor of salary as was budget size and years of experience. Thus, its effects
for this group were mixed, given that its direct positive impact on salary
was countered by an indirect negative impact through its negative influence
on operating budget.

Finally, private secondary school attendance bore a moderately strong
relationship to the salaries of theater managing directors. Graduates of private
schools were doubly advantaged here: they were more likely to administer
large theaters (and thus to benefit from the strong effect of budget size on
earnings), and, holding budget constant, they still earned more money than
similar men and women who attended public schools.

Unless private school attcndance is seen as a measure of social status,
family background had no direct effect on the incomes of theater managing
directors. Parental education, on the other hand, was negatively associated
with income among the orchestra managers, an impact that was balanced
by its positive influence on organizational size. And after controlling for
educational experiences, parental social class had a similarly negative im-
pact on income in the art museum field. These negative associations were
puzzling; perhaps individuals from humble backgrounds who attained ad-
vanced degrees, attended major universities, and became art museum direc-
tors or orchestra managers had unmeasured qualities that enabled them nut
only to obtain what traditionally had been elite jobs but also to earn higher
salaries once they got them. Finally, CAA directors from top business or

28
39




o

REWARDS AND EXPECTATIONS

professional families earned higher salaries than comparable directors from
more modest backgrounds.

One of the most striking similarities among the four fields was the in-
fluence of gender on managerial salaries. Although controlling for family
background, educational and career experience, and organizational budget
size reduced the negative impact of being female by one third for art museum
directors, one half for CAA chiefs, and almost two thirds for theater and
orchestrs managing directors, the effects that remained were notable.
Because women also tended, other things equal, to direct smaller organiza-
tions, they were doubly disadvantaged. Unless male and female managers
in these fields differed on some unmeasured traits that were uncorrelated
with the other variaoles (a possibility thai seems unlikely), it is difficult
to escape the conclusion that women managers in these fields earned less
money than did comparable men.

Intrinsic Rewards: Work Satisfaction

If salary and command over resources were all that motivated people, we
would expect resident theaters and local arts agencies to have a harder time
attracting and retaining capable managers than orchestras and art museums.
But if managers compare their organizations and salaries chiefly to those
of peers in their fields rather than to those in the arts more generally, these
factors may be offset by other satisfactions intrinsic to the work of manag-
ing the arts.

To pursue this notion, we asked respondents to rate the satisfaction
they derived from various aspects of their work, including their salaries.
These ratings were made on a five-point scale, on which ‘*5*’ represented
“‘a source of great satisfaction,”” ‘‘1’’ represented ‘‘a source of great
dissatisfaction,”’ and ‘‘3’’ represented those factors that aroused apathy or
ambivalence. For each set of managers and each satisfaction they received,
table 2-2 indicates the mean, the rank of this mean (in parentheses) among
all factors for the group, the percentage indicating satisfaction (‘‘4’* or *‘5”’),
the percentage indicating dissatisfaction (‘‘1°’ or ‘“2”’), and the number of
respondents. Finally, the satisfactions themselves are ranked according to
average mean across all four fields, although this does not reflect the order
in which they were presented to responden:.

Overall, the four groups of administrators found more scurces of
satisfaction than of dissatisfaction on the list. If we consider a mean of 3.51
or higher to indicate satisfaction and 2.49 or lower to indicate dissatisfac-
tion, none of the factors was, on balance, a source of real dissatisfaction,
and only contacts with donors (for CAA and theater managing directors),
salary (for all but art inuseum directors), and contact with government agen-
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Table 2-2 Job Satisfactions, by Field (percent)

Factcrs Theaters  Orchesirags Art Museums CAAs
Coutacts with works of art
Mean (renk) 4.29 (1) 4.38 (1) 4.46 (1) 3.92 (6)
Satisfied 80.00 85.05 83.20 60.00
Njssatisfied 4.00 0.00 7.20 7.€9
(Re*~ondents) (100) (107) (125) (130)
Auton. -ty and authority
Mean (rank) 4.14 (4) 4.14 (4) 4.29 (2) 4.27 (2)
Satisfied 79.21 85.18 84.80 81.06
Dissatisfied 8.91 §.56 6.40 6.06
(F.espondents) (101) (108) (125) (132)
Relations with colleagues
at other institutions
Mean (rank) 4.07 (5) 4.2212) 4.16 (3) 4.16 (3)
Satisfied 75.25 80.37 82.93 79.54
Dissatisfied 4.95 0.00 2.44 4.55
(Respondents) (101) (107) (123) (132)
Role in community
Mean (rank) 3.88 (7) 4.17 (3) 4.09 (4) 4.38 (1)
Satisfied 78.69 81.31 78.25 84.09
Dissatisfied 7.07 2.80 2.42 455
(Respondents) (99) (107) (124) (132
F elations with subordinatas
Mean (rank) 4.15 (2) 4.08 (6) 4.08 (5) 4.14 (4)
Satistied 84.00 12.64 78.22 81.53
Dissatisfied 6.00 2.83 5.65 7.69
(Respondents) (100) (106) (124) (130)
Contacts with artists
Mean (rank) 4.15 (3) 4.12 (5) 3.80 (9) 3.98 (5)
Satisfiec L3 77.78 59.66 69.47
Dissatisfied 297 0.93 8.40 7.63
(Respondents) (i01) (108) (119) (131)
Potential for career growth
Mean (rank) 3.96 (6) 4.00 (7) 3.85 (6) 3.58 {8)
Satished 68.63 74.04 66.67 57.58
Dissatisf, 7.84 5.77 7.69 18.18
(Respondents) (102) (104) (117) (12
Contacts w.th board members
Mean (rank) 3.68 (8) 3.85 (8) 3.8 @) 3.82 (™
Satisfied 59.00 68.52 §6.uv 67.69
Dissatist..d 14.00 7.4 9.24 10.77
(Respor.dents) (100) (108) (119) (130)
Contacts with private donors
Mean (rank) 3.09 (10) 3.55 (9) 3.85 (7) 3.47 (9)
Catisfied 32.00 49.53 64.23 45.09
Dissatisfied 29.00 7.48 4.88 12.50
(Rospondents) (100) (107) (123) (128)
Salary
Mean (rank) 3.00 (11) 3.46 {10} 3.62 (10) 3.20 (10)
Satisfied 31.37 50.93 56.20 37.12
Dissatisfied 28.43 11.11 7.44 19.70
(Respondents) (102) (108) (121) (132)
Contacts with govt. agencies
Mean (rank) 3.16 (9) 3.11 (1) 3.08 (11) 3.20 (10)
Satisfied 36.63 34.26 28.10 40.15
r fied 19.80 28.70 26.45 24.24
(- -..ondents) (101) (108; (121) (132)

NOTE: Factors are ranked from those yielding the greatest satisfaction .. those yie!ding the least
satisfaction according to the average mean across all four fields.
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cies (for all) were not cited as sources of satisfaction. Administrators in
all fields reported much satisfaction in their contact with works of art, their
autonomy and authority, their relationships with colleagues, and their rela-
tionships with subordinates; they reported relatively less satisfaction with
their salaries and with contacts with trustees. donors, and especially govern-
ment agencies. And although most felt relatively positive about opportunities
for career development, none included this factor among the top half of
all satisfactions. Thus, the satisfactions that keep managers in their fields
and the dissatisfactions that make their work less rewarding seem similar
for all disciplines.

A few differences were nevertheless apparent. Not surprisingly, the
better-paid orchestra and art museum administrators were more likely to
be satisfied with their salaries than were their counterparts in resident theaters
and CAAs. Further, managers in the performing arts found more satisfac-
tion in contacts with artists than those in museums and CAAs, probably
because they had more regular contact with them; by the same token, CAA
directors were less likely to report satisfaction in contacts with works of
art, probably because they had less contact.

One might consider troublesome those job attributes noted as sources
of dissatisfaction by 10 percent or more of the respondeats in a field. While
all but art museum directors fell into this range in citing salary as a source
of dissatisfaction, more than one quarter of the theater managing directors
responded to that effect, and almost 30 percent of them rated contacts with
donors negatively. Contacts with government agencies and with board
members were also considered irritants in the resident theater field.

A similar pattern emerged from the responses of the CAA directors,
almost one quarter of whom voiced dissatisfaction with contacts with govern-
ment agencies." And although some also viewed contacts with board
members and with donors as irritants, perhaps more significant were the
relatively high percentages dissatisfied with both their salaries and their
opportunities for career growth. Possibly the absence of conventional career
sequences in the communitv arts was, as suggested in chapter 1, -ource
of anxiety to administrators in this field.

By comparison with the theater and CAA administrators, orchestra and
art museum directors a= <ared well satisfied. Their only frequent expres-
sions of dissatisfaction rcferred to their contacts with government agencies.

Variation Betweer Men and Women

Male and female theater managing directors responded similasly; however,
men were much more satisfied with their (higher) salaries and slightly more
satisfied with their community roles, while women were slightly more
satisfied with their opportunities for career development and more dissatisfied

42 31




MANAGERS OF THE ARTS

with their autonomy and authority. On the other hand, male and female
orchestra managers diverged in their responses: men reported more satisfac-
tion from their salaries, their autonomy and authority, their community roles,
and their contacts with works of art; women expressed more satisfaction
with their relationships with colleagues, their contacts with board memoers,
and their opportunities for career development.

Male and female art museum ~*~~ctors also had different responses to
these questions, although the small number of women in this ficld maVas
generalization hazardous. Nevertheless, mers were more likely to express
satisfaction with their salaries, while women reported greater satisfaction
with their contacts with artists, board members, donors, and government
agencies, and with their roles in the community. Women were less likely
than men to express dissatisfaction with their opportunities for career
development.

Finally, women CAA directors reported more satisfaction than their
male colleagues in each area in which differences emerged—namely, their
ruiations with colleagues in other institutions, their contacts with board
members, their community roles, and their contacts with works of art.
Similarly, they were less likely to find dissatisfaction in their contacts with
government agencies.

Variation by Cohort

Ii erpretation of cohort differences in attitudes is treacherous for several
reasons. For one thing, members of the most senior cohort in each field
are survivors; less-satisfied managers who entered their fields along with
them may have dropped out before reaching their level of seniority. Second,
some attitudes change with age and experience. If we were to survey in-
dividuals in the junior cohort in 15 years, those who remained might pro-
vide responses mure similar to those of today’s most experienced cohort.
Differences among cohorts, then, may result from the recruitment of in-
dividuals with stable attitudes into the field at different times; from dif-
ferences in age and experience that will moderate with time; or from the
winnowing out of less-satisfied members of more senior cohorts who have
left the field.

In general, newer entrants to all four fields ex; essed less satisfaction
than did the more senior cohorts. Where this lack of satisfaction was ex-
pressed with some frequency, we may expect that a substantial minority
of this younger cohort will not remain in the field until retirement. Where
contacts outside the employing organization were found to be more satisfy-
ing than those within, as seemed to be the case (relatively speaking) for
the most recent cohort of art museum directors and the middle cohort of
CAA directors, some administrators may begin to focus more on activities
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in the profession than on local organizational dilemmas. Although satisfac-
tion with career development opportunities was never so low among
newcomers as to lead us to predict a mass exodus, the combination of
satisfactions and dis.atisfactions in each field seemed likely to cause a minor-
ity of younger managers eventually to leave.

Variation by Organization Size
Organization budget size was positively associated with the expressed
satisfaction among theater managi=g directors, but this was not so for other
respondents. In the art museum field, directors of small institutions tended
to report the hig’ 2st degree of satisfaction overall. Among orchestra
managers and CAA directors, the relationship between size and satistac-
tion varied, depending upon the spc <ific aspect of the job. In all fields but
the resident stage, managers of the largest institutions derived the least
satisfaction from contacts with artists. And in all fields but theater, but
especially in orchestras and the community aris, managers of the largest
organizations tended to be less satisfied than others with their opportunities
for career advancement. This last finding suggests that some managers who
had bcen very successful may have becon:e frustrated once they reached
the top of their professions. These fields may thus find it difficuit to retain
able administrators who attain top positicns early in their careers.
Taken together, the results suggcst that, outsids ¢t the theater at least,
intrinsic rewards may have compensated for income among managers in
the smaller organizations, while relatively high salaries may have *nduced
other .ndividuals tc manage the largest Jrganizations, ever, though they found
the intrinsic qualities of these jobs to t - less rewarding than did their smaller
budget peers.

C. £xpectations

If arts organizations are tn e well admiristered, it is not enough for them
to recruit talented individuals into administrative positions. The field as a
whole must retain these individuvals as they become more experienced and
develop greater skills.

In our survey we queried manage-s about their expectations regarding
future cazeer movement. Although people do not always do what they ex-
pect to do (unforeseen opportunities arise, attitudes change, plans undergo
sudden shifts), such questions nrovide a more direct measure than do satisfac-
tion reports of the directions in which administrators thought they were
heading.

Each set of managers was asked to indicate their likelihood of taking
each of several kinds of jobs in the future. They did this by circling one
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numter on a four-point scale in which ‘‘4’’ equaled *‘very likely’’ and *‘1”’
equaled ‘‘very unlikely.’”? The job alternatives varied for administrators
in each discipline, based on the nature of their work and experience. Table
2-3 shows the mean response in each field to each alternative posed (not
all alternatives were applicable to all fields), the percentage of administrators
who considered the alternative either ‘‘very likely’’ or ‘‘somewhat like-
ly,”” and the number of respondents. In analyzing the resuitant data, we
paid particular attention to respondents’ evaluations of the likelihood that
they would, first, take a job in a larger or more prestigious organization
in their field and, second, move to a position unrelated to the arts. The
former expectation was most . snsistent with both a commitment to one’s
discipline and an optimistic view of one’s opportunities in it. The latter was
most directly related to our concern about retention of managers in the arts.

Managers in all fields were remarkably similar in their ruture expecta-
tions. Just over half in each field expected to move to a similar organiza-
tion, and approximately two thirds expected to command a larger or more
prestigious organization in their field.

Therc was more variation, however, in the percentages of managers
who expected to leave the arts: half of the CAA directors considered this
to be likely, compared with approximately one third of the administrators
of theaters, orchestras, and art museums. There are several reasons why
the local arts agencies seemed more at risk than other fields of losing many
of their managers. First, CAA directors were newer to their fields than were
other arts administrators, and so they had had less time to build commit-
ment to the field. Second, careers in the community arts were even less
structured, and thus more uncerta’n, than those in the other fields considered
here. Third, CAA directors coinmanded smaller organizations than other
managers and carned relatively low salaries, as well. In the long run, the
development of a larger cadre of experienced managers and the routiniza-
tion of careers should moderate the difference between local ~rts agencies
and other kinds of arts organizations. In the short run, however, loss of
administrative talent promises to be a vexing problem for local arts agencies.

Managers can leave administrative positions in their fields without leav-
ing the arts altogether. Respondents were asked to estimate the probabilities
that they would administer other kinds of arts organiza .ions, take jobs either
with public agencies concerned with the arts or with arts service organiza-
tions, assume positions in the commercial media, or work in the commer-
cial stage. Responscs reflected the vuinerability of CAAs, whose directors
were considerably more likely than otheis to consider it probable that they
would pursue such alternatives. These jobs were much less attractive to
art museum directors and orchestra managers, whereas the responses of
managing directors of resident theaters formed an intermediate pattern.
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Table 2-3
Likelihood of rFuture Job Alternatives, by Field (percent)
Alternatives Theaters  Orchestras Art Museums CAAs
Same/similar position
as now at similar crganization
Mean 2.64 2.49 2.68 2.53
Likely 58.00 52.78 62.09 55.38
(Respondents) (100) (108) (124) (130)
Same position as now at
larger or more prestigious
organization in same field
Mean 2.81 2.84 2.85 2.73
Likely 67.00 67.59 65.04 64.82
(Respondents) (100) (108) (123) (131)
Artistic position®
Mean 2.27 1.25 1.75 1.45
Likely 29.41 6.60 22.76 13.85
(Respondents) (102) (106) (123) (130)
Director or staff of a public
agency concerned with art form®
Mean 2.23 2.02 1.79 2.73
Likely 40.20 31.48 22.76 68.18
(Respondents) (102) (108) (123) (132)
Director or staff of an arts
service organization
Mean 2.21 1.54
Likely 39.22 NA 16.13 NA
(Respondents) (102) (124)
Art administration
in ancther field®
Mean 1.94 1.48 2.44
Likely 22.55 NA 12.10 50.00
(Respondents) (102) (124) (132)
Administrator or staff ina
commercial media concerr,
Mean 2.19 1.90 1.414 2.06
Likely 32.00 29.91 9.68 33.59
(Respondents) (100) (107) (124) (131)
Producer or administrator
in commercial stage
Mean 2.57
Likely 52.94 NA NA NA
(Respondents) (102)
Director of a social
service agency
Mean 1.61
Likely NA NA NA 16.79
{Respondents) (131)
Job unrelated to art form’
Mean 2.23 1.97 1.86 2.47
Likely 33.33 35.18 29.27 50.38
(Respondents) (102) (108) (123) (131)

NOTES: NA = not asked/not applicable.
a

For theaters, ‘artistic director of a resident tneater’; for orchestra, ‘professional mus.cian’;

for musseums, ‘curator’; for CAAs, ‘visual or performing artist.’

b

For theaters and orchestras, ‘concerned with the performing arts ; for museums, ‘con-

cerned with museums’; for CAAs, ‘concerned with the arts (other than a CAA).’

c

d

to museums or the visual arts’; for CAAs, ‘unrelated to the arts.’
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For theaters, ‘orchestra, opera, or dance company’; for mussums, ‘2 mussum that is not
an art museum’; for CAAs ‘a performing arts organization or a museum.’

For art museums, ‘director of a commercial gallery’; for other fields, as it reads.
For theaters and orchestras, ‘unrelated to the performing arts’; for museums, ‘unrelated
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Variation Between Men and Women
Women in all fields were somewhat less likely to anticipate moving to larger
or more prestigious organizations than were their male colleagues. For ex-
ample, among theater managing directors, three times as many men as
women (39 percent versus 13 percent) expected such & career move.
Moreover, 52 percent of the women—more than twice as many as the men—
expected to take jobs outside of the performing arts. Women theater manag-
ing directors were also much more likely to anticipate working in public
agencies concerned with the performing arts, arts service organizations,
and the commercial media. These findings suggest that the resident stage
may lose many women participants through attrition.

In the other fields, however, women appeared no more likely to leave
than men; in fact, the relatively few women art museum directors were 50
percent more likely than their male colleagues to report it *‘very unlikely”’
that they would ever work outside of museums cr the visual arts. And among
CAA directors, proportionately twice as many men as wo nen anticipated
moving to an arts administrative position outside the community arts.

We should recall here that the more recent cohorts of managers in all
fields contain more women than do more senior cohorts. If expectaticns
are good guides to behavior, these gains by women should hold up in or-
chestras, art museums, and local arts agencies; they may be severely eroded,
however, by attrition of female managing directors in the resident stage.

Variation by Cohort
Members of the most junior cohorts in all fields had greater expectations
of managing larger or more prestigious organizations in their fields. The
middle cohorts were almost as optimistic among the orchestras and art
museums but less so among the theaters and CAAs. The lower expecta-
tions of more experienced adminisirators in the latter fields may have
reflected disillusionment, but they may also have represented a realistic reac-
tion to two facts: first, the more serior managers had less time left in which
to make any moves and, second, because they probably already commanded
larger and more prestigious irstitutions than their more junior peers, there
may have been little room left for improvement.

Cohorts also varied in their propensity to leave arts administration. The
commitment of art museum directors appeared to build with time: the longer
they had served in art museums, the less likely they were to contemplate
working outside museums or the visual arts. By contrast, commitment in
the other fields actually seemed to decline with experience. In both the or-
chestra and community arts fields, members of the most junir cchorts were
least likely to anticipate leaving the field, while administrators in the mid-
dle cohort were most likely to do so.
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If arts management and museum administration were becoming pro-
fessions that span disciplines, we would expect that inc iiewest recruits to
theater and CAA administration would have been more likely than the more
senior managers to anticipate taking jobs in other fields of - manage-
ment; and that the more recent entrants to the art museum field would have
been more likely to see themselves directing museums cther than art
museums. The data, however, provided meager support for this view. It
is true that, among the art museum directors, between 15 and 20 percent
of the youngest cohort expected to direct a non-art museum, while not a
single member of the most senior cohort did. But at the same time, the newest
recruits to theater management were less likely than their more senior col-
leagues to anticipate managing other kinds of performing arts organizations
(and fewer than one third of any cohort reported such expectations). Fur-
ther, although over half the CAA directors expected to move into other
kinds of arts management, no trend toward this view was discernible among
cohorts. Thus, at this point, different kinds of museums and, to a lesser
extent, different kinds of performing arts disciplines ~opear to constitute
separate labor markets.

Variation by Budget Size and Career Experience

Despite substantial variation in managers’ expectations among budget quar-
tiles within each field, much of that variation was relatively uapatterned.
Directors of the smallest theaters and CAAs were, however, more likely
to anticipate working as artists than were administrators of larger
organizations.

Where opportu~ities are blocked for men and women who attain top
positions in their fields early ir their careers, the discipli. may lose the
services of its top executives. Indeed, almost half the managers of the largest
orchestras reported that they were likely to seek jobs outside the perform-
ing arts; and more than half the directors of the two largest quartiles of
CAAs (compared with 42 percent of the directors of smaller agencies) ex-
pected to leave arts work altogether. These managers were least apt of all
respondents to consider it likely that they would administer organizations
similar to their own. By contrast, managing directors of the largest theaters
were ieast likely to anticipate leaving their field.

Surprisingly, administrators with management degrees are not more
likely to look outside the arts to make their careers. Alinost half of theater
managing directors with administration degrees reported that it was *‘very
unlikely’’ that they would take jobs unrelated to the performing arts, as
compared with only 16 percent of their colleagues. In the other fields, in-
dividuals with and without management degrees were about equally as likely
to anticipate departure.
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Theater managing directors with prior acting or technical experience
appeared highly committed to the performing arts: proportionately just half
as many as those who lacked such experience expected to leave the field.
Similarly, orchestra managers with undergraduate or graduate degrees in
music, or with experience in the arts (as artists or managers) before enter-
ing the orchestra field, were Iess likely than others te anticipate taking posi-
tions outside the performing arts. Finally, art museum directors with Ph.D.s
were less likely than those without to expect to administer non-art museums,
whereas those who had been curators were less likely than those who had
not to anticipate accepting a position outside of museums or the visual arts.

In sum, these findings suggest that arts administrators with artistic
backgrounds were somewhat more likely to have positive career expecta-
tions and less likely to anticipate leaving the arts than were those without
such experiences. Nonetheless, there was no evidence that administrators
with management degrees were any less committed to their fields than were
those without such degrees, despite the fact that their opportunities outside
of the arts may be greater because of their training.

Multiple Regression Analyses of the Predictors

Of Expected Departure from Work in the Arts

To examine the net influence of the factors discussed thus far (and of addi-
tional aspects of background and attitudes) on administrators’ expectations
of leaving the arts, we performed multiple regression analyses for each of
the four fields to examine how various factors influence the loss of
managerial talent while controlling for the effect of other variables.

Although age and seniority were largely unrelated to expectations of
leaving the performing arts, age was the most powerful net negative predictor
of expected departure for art museum directors, and years of experience
in the arts before CAA work accounted for a substantial disinclination among
CAA directors to leave the art field. Further, art museum directors who
worked in other fields before going into the arts and those who had been
curators were notably more likely than others to plan to take jobs outside
the arts. (The latter finding contrasts with the results of analyses without
controls.)

Career satisfaction, not surprisingly, strongly influenced responses for
every group but the orchestra managers. Satisfaction with contacts with artists
bore a notable negative relationship to expected exit among art museum
directors and a modest negative relationship for CAA directors. Oddly
enough, controfling for other sources of satisfaction, art museum g cctors
who enjoyed contact with their tristees were substantially more likely to
anticipate leaving the museum and visual arts worlds than those who did not.

Among resident theater managers only, women were substantially more
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likely than men, other things equal, to anticipate leaving the performing
arts. (Recall that it was in the resident theater field that women were most
disadvantaged relative to men in their earning power.)

Controlling for other factors, theater and orchestra managers with
management degrees were less likely than others to expect to leave the per-
forming arts, whereas orchestra managers with highly educated parents,
music degrees, and high levels of educational attainment were somewhat
more likely than others to do so. Art museum directors who attended private
schools and held Ph.D.s in art history were notably less likely than other
directors to plan to work outside museums or the visual arts. And among
the CAA directors, educational attainment modestly increased expected
departure while college quality negatively affected it. Holding these and
cther factors constant, CAA directors with highly educated parents were
less likely than others to expect to leave the arts, whereas those whose fathers
or principal guardians were professionals or owners or top executives of
major businesses werz more likely to anticipate departure.

Conclusions

Insofar as managers’ reports of their own satisfactions and expectations were
guides to the extent to which fields were likely to retain admiristrative talent,
none of these fields was in crisis, but, to varying degrees, each seemed
likely to face challenges in the years ahead. Resident theaters may find it
difficult to retain talented young men and, especially, women. Orchestras
may have a hard time providing satisfactions for young managers and of-
fering further career opportunities to successful managers of large institu-
tions. Art museums appeared to face the fewest difficulties, but even here
the most junior directors expressed less commitment than did more senior
ones. Finally, local arts agencies are likely to encounter the most severe
problems in attracting and retaining managerial talent: the most successful
LAA directors may lack necessary opportunities for career growth; and
members of the middle cohort appeared, from their responses, to be undergo-
ing a crisis of confidence, reporting relatively low levels of satisfaction and
high probabilities of leaving the arts.
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Notes

1. Because of t.e special relationships between many local arts agency directors and
their municipal govemnments, the resuits are not completely comparable for CAA direc-
tors and other respondents. More generally, without comparable questions regarding
contacts with private foundations and corporations, it is difficult to interpret the rela-
tively negative response to government, particularly since it is unciear which agen-
cies (federal, state, local, or survey-toting recipients of federal grants like the author)
respondents had in mind.

2. For the purpose of data analyses, the numbering of categories in the survey instruments,
in whick ““1’* = “‘very likely”” and ‘4" = “‘very unlikely,” has been reversed.
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Training

As the number of arts organizations has grown and their complexity has
risen, the nieed for skilled managers has become increasingly apparent. Many
universities have founded arts management programs that train and certify
administrators.' Service organizations and public agencies have sponsored
internships and supported technical-assistance programs run by consulting
firms and active arts administrators. Almost all the major service organiza-
tions conduct workshops and seminars for in-service managers. Advocates
of different methods of management training have developed fervently argued
and often persuasive rationales in behalf of their favorite approaches.

This discussion and activity has proceeded in a knowledge vacuum.
Systematic information about how arts administrators learn their jobs, how
they evaluate different training techniques, and what their perceived needs
are—except for local-level needs-assessments and evaluations of specific
programs—has been unavailable. The following discussion represents the
first national study of the learning experiences of working arts administrators
that permits comparison among artistic disciplines and explicitly distinguishes
among several management functicns in assessing the value of different train-
ing approaches.

None of these findings should be interpreted as reflecting definitively
on the objective quality of any training method. First, they are all based
on subjective opinions of arts administrators; thus, we cannot tell which
methods best enhance administrative effectiveness because we have no way
of knowing how effective these respondents are. Second, different ~rganiza-
tions require their administrators to have different skills: financial manage-

52 41




MANAGERS OF THE ARTS

ment ability may be especially crucial, for example, to an art museum direc-
tor whose museum lacks a full-time assistant director for financial affairs.
Third, assessments of different learning methods cannot be generalized to
all sources of a given kind of training. There are good and bad consultants,
good and bad administration courses, and good and bad internships. Fi-
nally, our methodology did not lend itself to an investigation of the ways
in which administrators acquire, or fail to acquire, certain critical aspects
of arts-administrative competence: sensitivity to the needs of artists and to
the requirements of artistic work, and commitment to the core artistic mis-
sions of their organizations.

Levels of Preparation

Using a three-point scale (‘‘1”’ = “*good,”” ““2’* = “‘fair,” and *‘3”’ =
“poor’’), respondents were asked to evaluate their own level of prepara-
tion in each of seven management functions at the time they assumed their
first top admiristrative position (see table 3-1). Four of these functions (finan-
cial management, personnel management, board relations, and labor rela-
tions) are primarily internal. Three functions (planning and development,
marketing; and public relations, and—for art museum and CAA directors—
government relations) concern management of the organization’s external
environment.

Surprisingly, few managers felt they were well prepared to assume many
of thezse functions. For example, fewer than one third in any discipline be-
lieved their preparation in financial management was ‘‘good,”’ whereas be-
tween one and two Sfths in each field reported poor preparation. Indeed,
only among the CAA directors, and only for planning and development
and for marketing and public relations, did slightly more than half of the
respondents repoit being well prepared for any management function; usu-
ally, most respondents characterized their preparation as ‘‘fair.”” Only in
the field of labor relations (which may have been less important for ad-
ministrators of smaller organizations, especially museums and CAAs) did
more than two fifths of the administrators in each field regard their prepara-
tion as ‘‘poor.”’

What the data in this table suggest is that none of these artistic fields
prepared prospertive administrators satisfactorily for their first executive
jobs. A substantia: minority in each field felt inadequately prepared for one
or more important administrative tasks, and only a minority in any field
believed they were well prepared for many of their responsibilities. In par-
ticular, preparation for financial management and labor relations in each
field appears to have been problematic, while readiness for board relations
among theater managing directors, and for both government relations and
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?able 3-1

Self-Evaluation of Preparedness at the Time
Of First Top Managership, by Management Function
(percent)

Marketing
Planning and
Fiscal Personnel Board ond Public Labor Gowvt
Mgmt Mgmt Raistions Dvipmt Relations Ralations Ralations

Theaters
Good preparation 27.45 4257 3069 37.62 39.60 20.00 NA
Poor preparation 2549 1386 29.70 23.76 16.83 45.26
(Respondents) (102) (101) (101) (101) (101) (95)

Art Museums
Good preparation 2560 30.40 4583 3252 29.27 1525 21.95
Poor preparation 40.80 24.00 14,17 2358 30.89 55.00 43.09
(Respondents) (125) (125) (120) (123) (1°}) (118) (123)

Orchestras
Good preparation 26.42 36.89 4314 3333 47.06 22.00 NA
Poor preparation 2358 15.53 2353 19.61 20.59 49.00
(Respondoents) (106) (103) (102) (102) (102) (100)

CAAs
Good preparation 29.46 3984 4264 £2.71 53143 1102 37.01
Poor preparation 2016 1328 17.83 14.73 11.72 50.85 2520
(Respondents) (129) (128) (129) (129) (128) (118) (127)

NOTE: NA = not asked/not applicable.

marketing and public relations among art museum directors, was reported
to be particularly low.

It is possible, of course, that scme fields had already begun to address
the problems by the time these surveys were conducted. If so, we would
expect administrators in the most recent cohorts to have reported aigher
levels of preparation than did members of more senior cohorts. Although
recollections are not always trustworthy—it would be bettcr if someone had
undertaken a comparable survey 15 years before—such data can at ieast
provide some guide to changes over time.

The only discipline in which administrators reported becoming better
prepared for the management functions described here during the profes-
sional lifetimes of current managers was the resident stage. For all func-
tions but labor relations, the most recent entrants were more likely to report
having been well prepared than were members of the two more senior
cohorts. And for all functions but personnel management, they were less
likely to term their preparation ‘‘poor.”

By contrast, the percentage of a.t museum directors reporting poor
preparation was higher for every function but personnel manage:ent among
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the most junior cohort than among the preceding one (although lower in
every case than the percentage for the most senior directors). Taken at face
value, this suggests that preparation of museum directors improved markedly
between the first and second cohorts but deteriorated somewhat among the
most recent entrants. When ore recalls that the recent professionalization
occurring among art rauseum directors has had much more to do with at
history credentials than with admini rative ores, this pattern is not
surprising.

If the younger cohort of theater managing directors felt better prepared
for their first administrative posts, the opposite was true for orchestra
managers: for every function but planning and development, the most re-
cent entrants into the field repo-ted lower levels of preparation than either
of the preceding cohorts. By «._atrast, however, except for personnel
management and labor relations, fewer members of ..ie most recent cohort
reported being poorly pi. .aved than did members of the preceding cohorts.

Because moet CAA directors were relatively new to their field, there
was less reason .0 expect intercohort change in tuat field than in others.
Yet members of the middle cohort reported better preparation in virtually
every respect than did the more senior directors, many of whom were
pioneers in agency management. And the p°.st junior cohort felt better
prepared than their immediate predecessors in financial management and
in planning and development, but felt somewhat less well prepared in the
areas of marketing and public relations, l-bor relations, and government
relations.

These self-teports suggest that theater managing directors have become
better prepared for their first tup administrative posts during the careers
of the survey respondents: art museum and CAA directers became better
prepared between the tiines tha: the most senior and middle cohorts assumed
top managerial posts, but readiness remained stable or declined therezxfter;
and the subjective readiness of orchestra managers for their first top posi-
tions seems to have declined.

Meither bu get size nor career experience was systematically associated
with managerial preparation in any of these four fields. Administrators with
higher degrees in artistic majors reported lower levels of preparation for
at least some functions in each field, but the differences were usually small.
The ab.ence of association between budget size and reported preparation
in all fields but theater (where there was a negative association) is striking,
fr. i suggests that lack of prior management training or experience has
22t been a serious impediment to administrative career success. Thus, it
is not surprising that, as we shall see below, most arts administrators placed
>reater stock in on-the-job experience than in formal training, for the former
aas generally heen responsible for their own achic . .mnents.
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How Managers Learned

We did not ask administrators to assess their own current competence,
because their responses would have been influenced at least as much by
personality and expectations as by actual levels of skill. Still, it seems
reasonable to assume that during the course of their careers almost all
respondents learned something about each functional area. For each type
of managerial responsibility, respondents were asked to indicaie if they had
used any of five training formats (on-the-job training, professional workshops
and seminars, university arts administration courses, university general
management courses, and consuliants) to learn that function; and, if so,
to assess the value of their experiences. Table 3-2 below reveals the extent
to which top adminis.rators :n each field had used each training format to
learn each management fanction.?

On-the-job training was far more irecuently cited than any other kind
in familiarizing arts administrators witli the functions they perform.ed. More
than 85 percent of each set of administrators reported receiving on-the-job
training for every skill about which they were asked. (The single exception—
labor relations for CAA directors—was « skill of little salience to most
respondents in this group.) Workshops and seminars were a distant second,
their use reported by more than 40 percent of all but the art museum direc-
tors for learning about personnel manageraent, fiscal management, board
relations, planning and development, and marketing and public relations.
Some i anagers in all field~, but especially theater managing directors,
reported using consultants for a range of purposes, most frequently plan-
ning and development, and fiscal management.

Relatively small minorities in each field received training from university
arts administration and general management courses, especially in the area
of financial management. Performing arts administrators, above all orchestra
managers, were more likely than others to report attending arts administration
and generai management courses, whereas local arts agency directors were
least likely to have sought instruction in such university programs.

Use of university arts administration and general management courses,
as well as attendance in workshops, increased markedly among the more
junior cohorts in each field but the ar. museums. Although even among
the newcomers only a minerity received such training, if the trend were
to continue it would represent a significant change in the way arts ad-
ministrators learn their jobs.

Global Assessments of Selected Training Methods

Respondents were asked to indicate their *‘general assessment of the relative
value”’ of several forms of ‘‘management training’’ for =dministrators in
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Table 3-2
Use of Five L.earning Methods by Function, by Field
(percent)
Msrketing
Planning and
Fiscal Personnel Board and Public Labor Govi
ﬂulpllnl Mgmt Mgmt Relations Dvipmt Relstions Ralations Ralations
Theaters (102)*
On the job 96.08 97.06 99.02 96.08 95.10 91.18 NA
Professional
workshops/seminars 49.02 2843 46.08 5392 55.88 17.65
University arts
administration courses 2353 1569 1471 1765 18.63 14.71
+'niversity general
& anagement courses 2843 2255 1275 1765 1765 11.76
Consuitants 56.86 36.27 44.12 47.06 490 33.33
Art Museums (125)
On the job 9280 92.80 90.40 9280 92.80 83.20 91.20
Professional
workshops/seminars 36.80 39.20 24.00 3440 28.80 21.60 27.20
University arts
administration courses 16.80 15.20 1520 1840 12.80 1440 12.80
University general
nianagement courses 2240 21.60 1280 16.80 15.20 17.60 12.80
Consultants 36.80 32.80 0.0 39.20 38.40 3200 24.80
Orchestras (106)
Or the job 99.06 99.06 9528 96.23 95.28 89.62 NA
Professional
workshops/seminars 51.89 39.62 4434 49.06 55.67 34.91
University arts
administration courses 2264 1792 16.04 1981 19.81 1887
University general
management courses 33.02 17.92 1415 2264 2453 19.81
Consultants 3679 2358 2642 3868 36.79 33.02
CAAs (129)
On the job £9.15 9225 93.02 89.15 88.37 65.12 8682
Professional
workshops/seminars 4574 ™M.78 4496 5891 57.36 1473 24.03
University arts
administration courses 18.60 930 1085 1550 12.40 6.20 10.85
‘niversity general
nanagement courses 2558 16.28 775 2171  18.60 8.53 8.53
nsultants 2791 1628 2248 4264 31.01 1085 17.05

.OTES: NA = not asked/not applicable.

o7

* Figures in parentheses are the number of respondents for each group.
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their own field. The purpose of this question was not to assess the actual
value of these approaches to management training, since responses were
sought from individuals who had not experienced eac’ approach firsthand,
and since meaningful evaluations require some specificity as to training goals.
(For example, a given format may be superb for learning financial manage-
ment but poor for learning how to use a board of trustees.) Rather, this
question was intended te tap the general reputation of each training method
among administrators “a each field. We shall see in the next section that
reports of administrators who had used each t~~ining method diverged in
important ways from the reputations of these approaches among ad-
ministrators as a group.

The methods of training evaluated were university arts administration
training and university general management training undertaken prior to
first top administrative position; internships; university arts management
courses (or ‘‘theatre-management,’ as it read in the instrument sent to theater
managing directors) and urwversity general management courses undertaken
in-service; professional workshops or seminars; consultancies by full-time
management consultants; consuitancies by other top administrators in the
respondent’s field; and *‘learning by doing on the job.”” In addition, a space
was left blank for respondents to add alternative approaches.

After each method was ranked on a scale of 1to 10 (with 1’ = ““most
valuable’’), the scale was collapsed into three categories, for which *‘1°’
indicated a rank of 1 to 3, ‘2’ indicated a rark of 4 to 6, and *‘3”’ in-
dicated a rank of 7 to 10. The percentage of administrators in each field
ranking each learning format in the top and bottom of the three collapsed
categories is reported in table 3-3.

Most striking about the data that emerged was the relative consensus
among managers in these fields about the gereral value of these
approaches.’ On-the-job training and internships were valued very highly,
as were workshops to a lesser extent. Apparently, in these fields, lack of
formal training has been no obstacle to success. Whereas peer consultants
and arts administration courses had both proponents and detractors, general
managemezt training met with ach skepticism, and consultancies by
management consultants were accorded the least stature as a management
training tool.

There were few differences by cohort among administrators of art
museums, orchestras, and CAAs; however, the mnst junior cohort of theater
managing directors reported more positive evaluations of arts administra-
tion training programs, and of preservice general management training in
particular. Whereas the most senior cohort in this field ranked the latter
below even management consultants, 40 percent of the nmiost recent entrants
rated such training among the top three. By contrast, the reputation of
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“Table 3-3

“Evaluation of Learning Methods,” by Field

:(percent)
Flold A1 G1 IN a2 G2 ws MC PC 0J
> Theaters
Method 1-3 41.11 25.33 54.43 34.48 12.20 33.67 20.43 111 79.31
Method 7-10 28.89 30.67 12.92 22.41 36.59 21.43 47.31 25.56 9.20
(Respondants) 90! (75) (79) (58) @n (98) (93) (30) (87
Art Museums
Meth~ 1-3 41.05 29.91 58.68 40.00 27.83 38.14 12.13 32.48 80.65
Methed 7-10 29.06 31.62 16.53 20.00 33.04 27.12 46.96 33.33 8.06
(Respondents) (117 (117 (121) (110) (115) (118) (115) (117 (124)
Orchertras
Method 1-3 35.58 27.18 60.78 31.07 21.57 40.78 14.85 26.47 78.54
Method 7-10 30.77 37.86 8.2 2233 41.18 18.45 61.39 43.14 10.68
{Respondents) (104) (103) (102) (103) (102) (103) (101) (102) (103)
CAAs
Method 13 26.80 26.40 46.77 39.84 23.20 45.31 15.87 37.01 65.89
Method 7-10 39.20 37.60 22.58 19.51 34.40 20.31 50.00 31.50 12.40
(Respondents) (125) (125) (174) (123) (125) (128) (126) (127) (129)

NOTES: ® A1 = unive.sity arts administration training before tecoming top administrator, G1 = university ge.ieral management training before becom-
ing top administrator; IN = intemships; A2 = university arts administration training in-service, GZ = in-service umiversity genoral managsmsnt
training; WS = profess anal workshops and seminars; MC = full-time management consultants, PC = peer consultations, GJ = learning by
doing on thé job.

® For theaters, A2 = in-service university theater management fraining.
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workshops seemed to be experiencing a concomitaat decline, with nore
than one third of the ™ost recent entrants to the field, compared with just
14 percent of the mure senior managing directors, ratirng workshops and
seminars in the bottom categories. Moreover, the most junior managing
directors also held peer comnsultancies in lower esteem than did members
of the most senior cohort. Thus, consistent with the increased use of academic
administration training among theater managing directors is an improved
reputation for such training programs and a devaluation of peer instruction
through workshops and consultancies.

Evaluation of Learning Methods by Managers Who Had Used Them

We now consider the utility of specific training formats for learning about
selected management functicns, as evaluated by administrators whe had in
fact used them themselves for these purposes. Even with this added specific-
ity, however, these evaluations must be interpreted with caution. First,
characterizations of training methods are broad and include many diverse
programs. If, for example, one set of administrators reports finding a con-
sultant more useful for learning about labor relations than does another set,
it may be that the more positive respondents used superior consultants. Sec-
ond, many of these findings are based on assessments by very small sets
of experienced managers.

Respondents were asked, for each of seven management functions, to
rate any o” five training formats they had actually used as being ‘‘very
useful,”” ‘‘somewhat useful,’’ or ‘‘not useful.’’ The training formats were
on-the-job training, workshops and semunars, consultants, university arts
administration courses, end university general management courses. All
findings reflect only the responses of ar ministrators who had actually used
the training format for the purpose at hand. Intrafield differences by cohort,
budget size, and experience are not reported here because the subgroups
generated by such distinctions were too small for results to be meaningful.

In general, administrators ranked on-the-job traimng particula-ly bizh
as preparation for financial management, personnel management, and board
relations, and .elatively iow as background for labor relations. Workshops
were reported to be relatively useful ways for learning about financial
management, planning and development, and marketing and public rela-
tions, but less useful for learning about board relations and labor relations.
Consultants were seen as very useful for training in planning and develop-
ment and in marketing and public relations; and less useful for learning
about labor relations and, especially, personnel management. Arts ad-
ministration and general management courses were both given moderate
marks on marketing and public relations and considered not very useful
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for training in labor relations or board relations In general, respondents
had few positive evaluations about most methods for iearning about labor
relations and board relations; and reported positive evaluations of a range
of sources of information about marketing an. public relations, financial
management, and planning and development.

Administrators from different fields varied in their assessments of dif-
ferent learning methods. Art museum directors tended to be generally less
likely than members of other groups to rate experiences as very useful, while
CAA directors were somewhat more likely, other things equal, to express
positive sentiments. Orchestra managers were particularly positive, as a
group, in their evaluation of workshops, while CAA directors were unusually
positive in their assessment of general management and, particularly, arts
administration programs.

Conclusions

These specific evaluations by administrators who had experience with dif-
ferent forms of training differed from the global evaluations by all ad-
ministrators in two notable respects. Although the global reputation of con-
sultants among all administrators is quite low, those managers who actu-
ally used consultants for various purposes were quite satisfied. By contrast,
despite tl. relatively high ratings that arts administration programs were
given by administrators on the whole, actual user. found them to be relatively
uaaelpful for most purposes. (Paradoxically, the one exception to this, the
CAA directors, are in the field that, as a whole, gave arts administration
courses the lowest global evaluation.) These findings suggest that gener-l-
ized reputations of training programs may be poor guides for decisions by
either policymakers planning programs or aspiring administrators seeking
instruction.
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Notes

1.

2.

University of Wisconsin Center for Arts Administration, Survey of Arts Administra-
tion Training 1985-86 (New York: American Council for the Arts, 1984).

For each function, respondents were asked to indicate in one coluran which of the
five learning formats they had used, and to assess, in columns to the right, their ex-
periences for only those methods they had used themselves. However, most respondents
failed to us¢ the first column to indicate explicitly the methods they Liad used, and
most simply circled assessments to the right of some of the learning fcrmats. In coding;
these responses, we assumed that, where only some assessments were circled, these
learning formats had been used, and that those formats for which no assessments were
offered had not been. Where all assessments were circled for all functions, we in-
ferred that the respondent had misunderstood the instructions, and we treated the
responses as missing data. In the few cases in which a respondent circled some of
the numbers next to training methods in the first column, but assessed each training
method in the columns to the right, only those assessments of formats for which use
was indicated in the first column were coded. In cal- ilating the petcentage of
respondents who had used a given learning forrnat, the base used was the largect number
of respondents to any question in the first part of this section of the survey, which
requested information regarding level of preparation for each function.

For reasons that are not apparent, theater managing directors alone showed a high
degree uf selective nonresponse to these questions. Consequently, data for these
respondents must be interpreted with caution.
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4

Professional Participation
And Attitudes Toward
Professionafism

Sociologists define professionalism' as a form of self-organization that
enables practitioners of an occupation to defend the importance of their con-
tribution and the legitimacy of theii .:cisions. What Magali Sarfatti Larsen
has called ‘‘the professional project’’ involves several dimensions: the
development by practitioners of a cognitive vasis for specialism that is seen
as unique and not easily learned; the development of university programs,
run by professionals, that control the certification of practitioners: the
emergence of professional associations and the consignment to peers of the
right to admit individuals to the practice of an occupation and to set and
enforce ethical standards; and the establishment of at least some auionomy
of professionals from the organizations in which they are employed ?

In this view, professionalism has two sides, one ideological and
cognitive, the other behavioral and organizational. The role of the first is
to establish the legitimacy of professional claims to authority, autonomy,
and expertise. The set of attitudes associated with this side of professionalism
usually includes

° Claims to authority based on knowledge and expertise;

* A commitment io the importance of university training programs that
provide needed credentials for entry into the field;
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® The belief that the ex~-=rtise needed for professional practice cannot
be acquired solely through formal meauns;

* The belief that professional standards can best be set and enforced by
other professionals;

¢ A commitment to these professional standards, extending to a will-
ingness to place the common good of the profession above the specific
good of the employing organization when these interests conflict; and

® A concurrent commitment to the community of professionals, involv-
ing orientations that are ‘‘cosmopolitan’’ rather than ‘“‘iocal.’”

The roie of the second side—behavioral and organizational—is to pro-
vide a framework in which professionals can interact with their neers, learn
about new developments in their fields, develop reputations that can aid
them in seeking professional advancement, and contribute to the public ac-
ceptance of their professional claims to expertise and authority. Components
of this side include

e Participation in professional activities and organizations, particularly
on the regional and national level,

¢ Reading of periodicals and other materials about the profession and
professional practice;

¢ Acquisition of university trainung for professional practice;

Attendance at professional conferences and similar gatherings; and

* Maintenance of strong ties and friendships with professionals employed
in organizations other than one’s own.

Several sets of questions we posed to the arts administrators bear on
the issue of professionalism, as so defined. The questions, which differed
from field to field, were based on reports in professional periodicals and
discussions with managers, and were reviewed by administrators,
policymakers, and service organization staff. In several cases, opinion ques-
tions were modeled on standard items used in other research on
professionalism.* The first part of this chapter is devoted to behavioral,
the «2cond to attitudinal, professionalism.

Behavioral Professionalism

Participavion in Professional Activities

Administrators in each field were asked whether or not they had participated
in a wide range of professional activities, including membership in service
and professional associations; service as officers, board members, or com-
mittee members in such associations; seivice on federal, state, and local
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government arts-related panels and comunissions; attendance at professional
and service organization conferences; reading of periodicals related to their
work; and friendship with other professionals.

All administrators reported engaging in a wide range of professional
activities, aithough, as a group, art museum directors reported a somewhat
broader anv >rchestra managers a somewhat narrower range of activities
than did other administrators. In addition to their principal service organiza-
tions, almost half of the theater managing directors were members of the
League of Resident Theaters (LORT). Almost three quarters of the art
museum directors belonged to the Association of Art Museum Directors
(AAMD), and almost half belonged to the College Art Association. Among
community arts agency (CAA) directors. two thirds reported membership
in the American Council for the Arts (ACA) and one third were members
of the Association of College, University, and Community Arts Ad-
ministrators (ACUCAA).

Relatively few administrators in any field reported serving as officers
or as board or committee members of such organizations. Among art
museum directors, one in six had been AAMD officers and over half reported
AAMD committee membership. Among the other administrators, however,
board membership only ranged from 10 percent for theater and CAA direc-
tors (in LORT and the National Assembly of Community Arts Agencies
[NACAA], respectively) to 14 percent for orchestra managers (in the
American Symphory Orchestra League); and committee membership was
Just a bit higher, averaging about one manager in five for each group. Some
managers in all fields also reported serving in state or regional service or
professional organizations.

All but the CAA directors were asked about participation on federal
grant-review panels. (At the time of the survey, no federal program was
explicitly aimed at supporting CAAs.) Almost 40 percent of the art museum
directors reported serving on panels of the National Endowment for the
Arts Museum Program during the previous five years, more than 25 per-
cent had served on other Arts Endowment panels, one third had served as
reviewers or panelists for the National Endowment for the Humanities, and
almost one quarter had reviewed for or advised the Institute for Museum
Services. By contrast, the percentage of orchestra or theater administrators
who reported having served on their respective discipline panels or on other
Arts Endowment panels was fewer than 10 percent for each. The reason
for this discrepancy between museum and performing arts administra-
tors would seem to be that art museum directors are the central actors in
their institutions, commanding (with only a few exceptions) primary respon-
sibility for both the aesthetic and administrative functions. By contrast,
although many theater and corchestra managers are experienced in drama
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or music, artistic directors play the prime aesthetic roles in their orga-
nizations.

Nonetheless, performing arts managers are often present on peer-review
panels at the state level: almost one third of the theater managing directors
and over one fifth of the orchestra managers reported serving on state arts
agency (SAA) discipline panels. In addition, two fifths of the art museum
directors reported having served on SAA museur panels, and almost 50
percent of the CAA directors acknowledged serving on an SAA panel dur-
ing the past five years. CAA directors were also more likely than other
administrators to have served on some other state government panel, com-
mission, or committee concerned with the arts.

In summary, respondents worked in a wide variety of capacities that
took them beyond the bounds of their own institutions. Many of their ac-
tivities focused on the regional, national, or state ievel. Some involved
association with other professional arts administrators; others involved con-
tact with government agencies; and still others brought them into contact
with universities, community organizations, and the broader public. Panel
participation on the national level was most common for the art museum
directors, most of whom were art histoiians, and these administrators were
also more Jikely to lecture at universities, to advise businesses and founda-
tions about contributing to the arts, and to serve on professional associa-
tion committees. And while CAA directors reported being especially in-
volved at the local and state lev~ls in both public-sector and private-sector
arts activities, all managers were active on SAA panels and in state and
regional professional associations, and all were substantially involved in
university and worksitop lecturing, as well as in other activities.

Conference Attendance
Patterns of conference attendance varied from field to field, in part depend-
ing on the number and frequency of events. Most top administrators in all
fields had attended at least one meeting of their field’s primary service
organization during the previous five years. Specifically, about two thirds
of the art museum directors reported attending meetings of the Arnerican
Association of Museums (AAM), an equal proportion of theater managing
directors reported attending national meetings of the Theatre Communica-
tions Group (TCG), and over three quarters of the CAA directors had been
to at least one NACAA national convccation. Finally, fully 89 percent of
the orchestra managers had attended one or more ASOL national con-
ferences, and over half reported having been to four or five between 1976
and 1980.

Other meetings also attracted respondents during the pi vious five years.
Among theater managing directors, more than half had attended conferences
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of the Foundation for the Extension and Development of the American Pro-
fessional Theatre (FEDAPT), almost half had attended an annual meeting
of LORT, and the same proportion had attended a state or regional theater
conference. Similarly, atmost two thirds of the art museum directors repored
having attended one or more AAMD annual meetings, just over half had
attended a national conference of the College Art Association, and almost
half reported attending a convocation of a state or regional museum associa-
tion. More than half of the CAA directors had attended a conference of
the American Council for the Arts and a similar percentage had been to
at least one ACUCAA conference. Nearly three quarters of the orchestra
managers reported having attended one or more of ASOL’s regional
workshops. In sum, although the fields varied in the extent to which con-
ference attendance was focused on a single national service association, arts
administrators actively attended conferences that enabled them to develop
their professiona! skills and extend their professional networks.

Periodical Reading

A more passive form of professional engagement is the reading of periodicals
that treat issues important to one’s field. Respondents were asked whether
they read selected periodicals ‘‘never,”’ ‘‘occasionally,” or “‘regularly.”’
Those periodicals that were read regularly included some, like the newsletters
and magazines of the service organizations (e.g., NACAA and NASAA
newsletters), th: carried articles about management, artistic ac-
complishments, and personnel movements within each field. Others (e.g.,
Theatre or Art Journal) emphasized artistic developments, whereas still
others (Cultural Post or Arts Reporting Service) focused on the relation-
ship between government and the arts. And a few provided general coverage
of the arts (e.g., Sunday New York Times Aris and Leisure Section).

Most administ:_tors in every field reported reading regularly the publica-
tions of their prima.y service organization. These included the AAM’s
Museum News, read by just over half of the art museum directors, and
ASOL’s Symphony, read by nearly all of the orchestra managers. Managers
varied in the extent to which they read periodicals of largely aesthetic in-
terest: just 10 percent of the theater managing directors read Theatre regu-
larly, whereas over 25 percent of the art museum directors reported regular
readership of Art Bulletin.

Respondents also varied in the extent to which they read other materials
relevant to their fields or to the arts in general. For example, more than
one third of the theater managing directors repcrted reading the weekly edi-
tion Variety on a regular basis, compared with just a handful of the orchestra
managers (who were even less likely to read Billboard, which covers record-
ing industry news). About half the CAA directors said they read American
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Arts regularly, compared with just about one in eight administrators in the
other fields. Orchestra managers and CAA directors were most likely to
read Cultural Post and the Arts Reporting Service, while art museum direc-
tors were least likely to do so. And performing arts administrators con-
stituted the most dcvoted readership of the American Aris Alliance’s
Legislative Reports.

Friendships

Professions are commonly believed to absorb more of an individual’s time
and commitment than other occupations. Consequently, respondents were
asked, “‘Of your five closest friends, how many work in your own field?”’
Administrators of the resident theaters were strikingly more likely than
managers in other fields to number colleagues among their closest friends:
over 40 percent reported that three to five of their closest friends worked
in their field, whereas only about 10 percent found none of their five closest
friends so involved. By contrast, only about 17 to 25 percent of all other
respondents said three to five of their closest friends were colleagues, while
30 to 40 percent found no colieagues among their five closest friends. Given
the high average levels of professional experience among the art museum
directors, their responses were somewhat surprising. The high degree of
intrafield friendship among the theater managing directors, however, may
be related to the greater geographical concentration of theater activity than
of activity in the others fields.

Variation by Cohort and Organi ation Size

In all four fields, the link between seniority and professional participation
was found to be inconsistent, although in general, it was strorgest among
the orchestra managers and weakest among the art museum directors. In
all disciplines, the more senior managers were far more likely to report
participation as officers, board members, or committee members in national
service organizations or on naticnal panels, whereas differences in participa-
tion by cohort were far smaller at the state and regional levels (although,
among orchestra managers, such differences remained notabie). By con-
trast, local activities were sometimes favored by members of the more re-
cent cohorts.

More senior managers among the theater, museum, and CAA ad-
ministrators were also more likely to attend national conferences. At the
same time, the most junior cohorts of orchestra managers and CAA
directors—but not of theater managing directors—were somewhat less likely
to read many periodicals than were their more senior olleagues.

In the art museum field, however, junior cohort participation was far
greater than that in other fields, particularly with regard to invited or ap-
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pointive positions such as reviewer or adviser for the National Institute of
Museum Services. Yet these more junior directors were less likely than
others to att...d AAM conferences and to read Museum News. Three reasons
may account for these differences. First members of the junior cohort of
art museum directors had been iop executives longer than had recent ad-
ministrators in any od-r field. Insofar as time (rat’ >r than position in a
queue) is related to participation, ey would be expected to participate more.
Second, cohort was less closely related to organization size in the art museum
fielC than it was in any other; inofar as managers of larger organizations
participated more than those of smaller ones, we would expect the junior
cohon uf art museum directors to "1ave been less affected. Finally, the newest
art museum directors were more likely than their predecessors t. hold Ph.D.s
and to have taught in universities; thus, their professional commitments ma+’
have been directed more to the we~ 1s of art l:istory and art museums than
to the museum world in general.

Organization budget size appeared to bear a similar re’ationship t . pro-
fessional participation as that of tenure in the field. Generally speaking,
¢ wider the geographic s )pe of an activity and the more participation
vs invited rather than voluntary, the greater the tendency for managers
of larger organizations to participate more than those of smaller ones. This
tendency was exceptionally strong in t*-e orchestra field, somewhat less so
among CAA directors, and weakest, although still notable, in the art
museums.

For example, managing directors of small theaters were no less likely
than were directors of larger theaters to participate in state, local, and
regiona: aciivitics; to attend ‘ocal or regional conferences; or to read widely
in professional periodicals. Art museum size was similarly unrelated to
whether a director participated in National Encowment for the Arts panels
other than those of the Museum Program, reviewed for the Humanities En-
dowment or the Museum Services Institute, or attended AAM meetings.
Indeed, directors of smaller museums were mere likely than directors of
larger ones to be involved in many state and local activiiies (including
membership in SAA panels). Somewhat surprisingly, directo:s of the larger
museums tendeq to read less widely in their field’s periodical literoture and
to recruit fewer friends from the museum field than id thei~ smaller budget
colleagues. It is possible that directors of large museums w-re so well in-
tegrated into the field that they did net need to read to keer up with events;
but it is also possible that participation in the university-centered world of
art history has created stronger professional networks among directors of
smail museums (many of which >re university museums) than among those
of larger institutions.

By cor -ast, professional participation was strongly related to organiza-
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tion size among CAA directors and orchestra managers. For the former,
it may have been that, in the absence of major variation in experience in
the field, organizational budgets were the principal axis of differentiation;
thus, directors of large CAAs were more active not only at the national
level but also in most state and local activities and more active not only
in invited participation but in voluntary conference attendance as well.
Among orchestra managers, those with the smallest orchestras were less
integrated into the field with respect to everv meas':te of participation ex-
~ept membership in SAA panels (other than orchestra panels) and certain
local activities. They were also less likely to attend national ASOL meetings
(but not ASOL regional workshops), to re.d regularly most of the publica-
tions listed on the survey, and to have many close friendships with other
orchestra colleagues.

In summary, then, more experienced managers and administrators were
more active participants in professional activities in all fields, especially
when those activities were nativnal in scope ard were invited (or elective)
rather than voluntary. In most fields, younger managers and those of smaller
organizations appeared active in state and local affairs, suggesting an in-
formal apprenticeship sysiem with interorganization=! professional careers.
This system ¢ .jeared ~trongest in the art museun: field, where differences
in professional partic.pation based on organizat.on size and length of ex-
perience were weakest, and it appeared weakest in the orchestra field, where
such differences were strongest and where managers of the smallest organiza-
tions were also less integrated than others in terms of several informal and
voluntary forms of professional participation.’

Attitudinal Professionalism

Professional attitudes are characterized by adherence to <laims about the
qualities of both individual practitioners and the occupational community
as a whole. With respect to the individval, professionalism includes an em-
phasis on expertise as the bacis of authority; claims of altruism,
disinterestedness, or public spirite .. 2ss; and a view of career advancement
through professional practice in several organizations rather than through
promotion in a single organization. With respect to the community, pro-
fessionalism entails loyalty to the professional comimunity and its standards
being placed above loyalty to one’s employer; an emphasis on the collec-
tive action of proicssionals to enforce professional ethica' standards; and
a commitment to use professional associations to increase the legitimucy
of professionals with the general public and with specific constituencies,
including government.

Three multifacet=d questions tapped thesc .ndividual and coilective comi-
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conents of professio. alism. The first question asked mariagers to assess the
relative importance of several qualities or criteria that could be used to select
the chief administrator of an organization like their own. The second ques-
tion asked them to rate the relative importance of a number of functions
that service organizations might perform in their field. The third question—
actuallv, a set of several paired statemr-its betvieen which respondents had
to choose—was designed to tap their attitudes toward specific aspect- of
the managerial role and organizational mission.
At the individual level, respondents’ attitudes toward the im} >rtance
of managerial expertise were reflected in their ratings of management x-
perience, formal training in administration, ability to prepare a budget,
marketing experience, grantsmanship ability, and private fund-raising ability
as managerial qualifications. Their attitudes were reflected as well in how
they rated the importance of keeping managers informed about new ad-
ministrative techniques and of providing training opportiznities as firnctions
of service organizations. Two forced-choice pairs also addressed the issue
of managerial expertise: one ached respondents to assess the relative im-
portance of artistic and admiuistrative experience as background for jobs
like their own; and one (addressed only to ~ rchestra and CAA administrators)
asked about the relative utility of voiunteers and trained paid employees.
(In such fields as social work, exponents of professioralism have opposed
the use of volunteers on the ground that they lack appropriate training and
expertise.) As for the other two characteristics of individual professionalism,
the emphasis on disinterestedness and altruism was tapped by a forced-choice
question asking responder.ts to assess the extent to which professional ad-
ministrators in their fields were motivated by extrinsic, as opposed to finan-
cial, rewards; and the focus on interorganizational careers was addressed
by asking respondents to assess the importance of enhancing career oppor-
tunities as a function of service organizations.
reral other items were used to assess the extent to which respondents
felt a strong commitment .0 their professional communities. They were asked
to rate the importance of a manager’s *‘standing in the fieid’’ as z criterion
fo - selecting top executives for an organization like their own. In tl.z forced-
choice format, they were asked to decide whether administracors like
themselves owe a responsibility to the field as a whole even when it runs
against the short-range interests of their own institutions. Willingness to
vest social control over the activities of individual managers in the profes-
sional commun.ty was tapped by respondents’ assessnients of the impor-
tance, as functions of service organizations, of establishing standards of
ethics for managers and of preventing unqualified persons from serving as
arts administrators. In addition, museum directors were asked, in forced-
choice format, about their attitudes toward museum accreditation and, in

60

71




ATTITUDES TOWARD PROFESSIONALISM

a separate Juestion, about the proper agency to enforce museum ethical
standards. Finally, their opinions about the use of service organizations to
represent their profession to those outside their field were tapped by the
importance they attributed to enhancing the public status of their organiza-
tions or professions, representing the field to public agencies, and advocating
legislation in the interests of the arts.

It should be noted that all these questions assessed attitudes only toward
managerial prcfessionalism, and not toward artistic or scholariy profes-
sionalism, s might be espoused by theater artistic directors or academi
cally oriented museum directors. This is yet another reason why profes-
sionalism, as defined here, st not be confused with either effectiveness
or virtue,

Criteria for Selecting Ad-uinistrators
Respondents in each field were asked to rate criteria for selecting a chief
administrator for an organization like their own as ‘‘unimportant,”
‘‘somewhat important,”” or “‘very important.”’ Patterns of response were
quite similar from field to field (see table 4-1).

Given the diversity of organizational missions and struc*ires among
the four fields, the degree of consensus on the question of vw/hat inakes a
good manager was high. Administrators in all groups reported that they
would choose replacements for themselves who had mana;-zment experience;
tact, refinement, and style; and the ability to prepare a budget; and who
appreciated the work of the artists or artistic experts whom they managed.
In none of these fields were respondents very concerned about the standing
of candidates in the field as a whole, whether they had received formal train-
ing in administration, or whether they had training or experience in educa-
tional work in their field.

Functions of Service Organizations
«Lespondenis demonstrated similar consensus in assessing the importance
of 10 potential functions of rvice organizations in their fields (see table
4-2). On the whoie, managers agreed stroigly thai service organizations
should take stands on legislation relevant to their fields and represent the
field to public agencies concerned with the arts. Over two thirds of the per-
forming arts administrators also considered status enhancement a ‘‘very im-
portant” function. Also considerzd among the most important functions were
the need to keep members breast of current management techniques, and
the provision of training opportunities for managers.

By contrast, relatively few r2spondents in any field considered it a *‘very
important’” function of service organizations to prevent unqualified per-
sons from holding jobs (an important function in the classic professions of
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Table 4-1

Criteria Considered ‘‘Very Important’’ for Selecting
A Chief Administrator, by Field

(percent)
Criteria Theaters Art Museums Orchestras CAAs
Management experience 7419 85.61 85.85 92.23
(103)* (124) 107) (132)
Tact, refinemant, style 81.55 88.71 90.57 75.76
(103) (124) (106) (132)
Ability to prepare a budget 85.44 56.45 86.92 81.08
(103) (124) (107) (132)
Appreciation® 83.50 64.23 82.24 67.42
(103) (123) (107) (192)
Marketing 51.46 NA 60.75 NA
(103) (107)
Private fund-raising ability 58.25 49.59 42.99 NA
(103) (123) (107)
Grantsmanship abilty 61.17 28.46 46.73 56.06
(103) (123) (107 (132)
Commitment to outreach 36.89 26.83 46.73 58.78
(103) (123) (107) (131)
Knowledge® 24.27 45.16 44.86 32.08
(103) (124) (107) (131)
Standing in the field 9.71 34.68 17.76 24 24
(103) (124) (107) (132)
Formal training in 14.71 8.87 15.89 18.94
administration (102) (124) (107) (132)
Educational training® 3.88 12.20 8.49 9.85
(103) (123) (196) (132)

NOTES. Criteric. are ranked in order of importance according to the average percent of respondents
reporting '‘very important” across all four fialds.

NA = Not asked/not applicable.

% For theaters, ‘appreciation of the dramatic art’; for museums, ‘connoisseurship’; for or-
chestras, ‘appruciation of classical music’; for CAAs, ‘appreciation of the arts.’

For thea ars, ‘knowledge of the dramatic literature'; for museums, ‘scholarship’; for or-
chestras, ‘knowledge of the symphonic repertoire’; for CAAs, ‘famitiarity with the commuraty
arts scene nationally.’

For theaters, ‘training or exrernience In theater education’; for museums, ‘training or ex-
perience In museum education’; for orchestras, ‘training or experience in music educa-
tion'; for CAAs, ‘training or experience in arts education.’

* Figures in parentheses are the number of respondeiits for each item.
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medicine and law), or, except in the case of CAA directors, to bring together
administrators and colleagues from similar fields into one professional
community.

If many art museum directors looked toward their service organiza-
tions to set ethical standards, fewer were willing to let such associations
enforce them. Almost half of the art muse. . Jdirectors reported that ethical
standards should be enforced by each museum’s board of trustees. Slightly
fewer would have them enforced by either the AAM or the AAMD, while
fewer still suggested some other method of enforcement. Mone, however,
recommended that such standards be enforced by government agencies that
support museums.

Forced-Choice Responses

For each of the forced-choice questions, respondents were asked to choose
one of two conflicting statements and to indicate whether making the choice
was ‘‘very difficult,” ‘‘somewhat difficult,”” or “‘easy.”” For each ques-
tion, combining the choice and the estimate of difficulty yielded a scale
ranging from ‘1"’ (easy choice of first alternative) to *‘6’’ (easy choice
of second alternative).

Respondents were asked to choose between two statements, one of which
asserted that ‘‘while business s2nse is useful, it is essential that” ad-
ministrators in the respondent’s discipline ‘‘have strong artistic back-
grounds,” while the other stressed the importance of ‘a strong background
in management.” From 70 to 80 percent of all groups but the art museum
directors strongly favored the management alternative, while the same pro-
portion of the art museum directors thought an artistic background was more
essential. This striking difference reflected the academic backgtound of most
art museum directors, who appeared to offer their professional allegiance
more to art-historical than to administrative standards.

Asked to choose between one statement asserting that ‘‘nonmonetary
rewards make up for the low salaries’’ of managers in their fields and another
stating that ‘‘salaries are so low . . . that many dedicated managers are
leaving the field for more remunerative work,’’ more than half of the (better-
paid) art museum and orcnestra admiristrators chose the first option, com-
pared with about 40 percent of the theater managiag directors and just over
one in five CAA directors. Respondents were also asked to choose between
one statement asserting that administrators € several kinds of arts organize-
tions were membe: s of the same profession and a second asserting that *‘I
find that I have little in common” with members of these other groups.
The reference group for theater and orchestra administrators was managers
in all the performing arts; for art museam directors, it wax people in all
kinds of museums; and for the CAA directors, it included administrators
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Table 4-2

Service Organization Functions Considered ‘‘Very Important,”
by Fieia
(percent)

Functions Theaters Art Museums OQrchestras CAAs

Initiating or taking stands on 79.00 87.20 85.19 71.54
legislation in areas of (100) (129) (108) (130)
interest to the field

Representing the field to 72.78 75.20 83.18 78.29
state and federal agencies (101) (125) (107) (129)
concerned with the arts

Enhanc.ng the status of the 67.33 47.11 66.67 58.46
field in the eyes of the (101) (121) (108) (130)
public

Keeping members/profes- 61.39 43.59 71.03 54.20
sionals abreast of current (101) (117) (107) (131)
management techniques

Providing training oppor- 53.47 30.77 65.74 67 42
tunities for administrators (101) 117 (108) (132)

Seuing standards of profes- 45.54 86.29 45.37 38.93
sional or managerial ethics (101) (124) (108) (131)

Facilitating career develop- 38.61 34.40 40.74 38.46
ment through fostering (101) (125) (108) (130)
contacts with other

administrators in field

Exercising leadership to 18.81 18.40 23.15 38.17
make the field more relevant (101) (125) (108) (:31)
and accessible to

disadvantaged groups

Bringing together admin- 14.84 17.60 7.41 44.27
istrators and colleagues (101} (125) (108) (131)
fron: similar fields into one

professional community

Preventing unqualified 14.29 21.01 20.37 23.66
persons from serving as (98) (119) (108) 131)
administrators

NOTES. Functions are ranked in order of importance according to the average percent of respondents
reporting ‘“very important’- across all four fields.

Figures 1n parentheses are the number of responrdents for each item.
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of all kinds of arts organizations. CAA directors and orchestra managers
were most inclusive, with more than 90 percent of each choosing the first
alternative, as did nearly as many theater administrators. By contrast, almost
half of the art museum directors reported having *‘little in common’’ with
directors of other kinds of museums.

In the fourth forced-choice question, respondents were asked to choose
between the statement that an administrator should always act in the best
interest of his or her organization, even when the action is not in the best
interest of the field as a whole; and a second statement asserting the reverse.
Only among the CAA directors did a majority of respondents choose the
second, more classically professional, alternative. Majorities of the other
respondents (from 58 percent of the art museum directors to over 75 per-
cent of the orchestra managers) opted for the well-being of their organiza-
tions. (Fewer respondents in any discipline reported making this choice
“‘gasily’’ than any other forced-choice item described in this section.)

Finally, orchestra managers and CAA directors were asked to choose
between one statement asserting that v .unteers are intrinsically valuable
and another suggesting that they are » necessary ev:l that should eventuaily
be replaced by paid staff; respondents in both fields favored the pro-volunteer
choice almost unanimously. Similarly, mo~z than 90 percent of the art
museum directors chose a statement favoring museum accreditation over
one opposing it.

Variation by Cohort
Newcomers to the resident stage differed {romn more senior man izers in
several respects. They were only one third as likely to consider knowledge
of the dramatic literature a very important qualification for their job, whereas
one in five of them, compared with no respondents among the most senior
cohort, considered formal training in administration to be very impoitant.
The more junior mianaging directors also considered it somewhat more im-
portant than did their senior colleagues for service organizations to keep
managers abreast of recent management techniques and to provide training
opportunities. The percentage who deemed an artistic background more
essential than a management background also decliried steadily with cohort:
from almost one third of the most senior managing «irectors to less than
a quarter of the middle cohort and just 13 percent cf the newest entrants.
In short, these patterns seem fo reflect a growing managerial orientation
on the part of more junior theater administrators, consistent with the changes
in training and background described in earlier chapters.

“he responses among junior art museum directors reflected similar
changes in that field. The most recent entrants were less likely (just over
50 percent, compared with about two thirds in each earlier cohort) to con-
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sider connoisseurship a ‘‘very important’’ criterion for selecting a direc-
tor, "vhereas they, too, were considerably more likely (almost one quarter
compared with none) to rate formal training in administration as ‘‘very im-
portant.” The importance accorded fund-raising and budgeting as managerial
qualifications also rose monotonically with cohort, and more than 50 per-
cent of the junior cohort—twice as many as in the most senior cohort and
five times those in the middle—included ‘‘commitment to outreach’’ among
the important criteria. The most junior directo.s were also twice as likely
to stress the value of service organizations in ‘‘keeping museum profes-
sionals abreast of current management techniques’’; and just two thirds of
the two more recent cohorts, compared with more than 90 percent of the
most senivr, placed more importance on scholarly and curatoriai backgrounds
for directors than on managerial backgrounds.

Although the orientation of the less senior directors was more managerial
than that of their more senior colleagues, it was not more professional, in
the classical sense. The newer directors, ior example, were less supportive
of the social control and representation functions of service organizations,
and fewer would have service organizations keep unqualified persons out
of museum jobs or represent the field to public arts agencies. Moreover,
they were substantially more likely to vest responsibility for enforcement
of ethical standards in each museum’s board of trustees, while the most
senior directors preferred to vest it in the AAM. Finally, the most junior
directors also reported a somewhat greater tendency than the most senior
(two thirds compared with one half) to act in the interests of their institu-
tion when those interests conflicted with those of the museum field.

Has managerial professionalism been increasing in the art museum field?
Although a notable minority of more recent entrants were more oriented
toward the managerial aspect of their work, they were somewhat less likely
to provide trad’tionally professional responses to questions about collec-
tive control and re-nonsibility. At least a minority of the less senior direc-
tors, but virtually none of the most senior, apparent’y held a view of their
job that was as similar to that held by performing arts administrators as
it was to traditional notions of museum professionalism.

The attitudes of orchestra managers varied less dramatically by cohort
than those of the two groups discussed above, but they still showed the same
increased tendency toward managerial orientation. Little systematic varia-
tion was apparent, however, among CAA directors, for whom each cohort
covered far fewer years.




ATTITUDES TOWARD PROFESSIONALISM

Summary

Did the arts administrators display a ‘professional orientation’’ toward their
work as managers? The responses elude easy labels. In no field did
respondents as a group endorse all the traditional components of the pro-
fessional belief system. For example, most respondents (except art museum
directors) considered management training and education an important role
of service organizations, yet they rejected formal management t_2ining (and
its concomitant credentials) as an important criterion in selecting ad-
ministrators for jobs like their own. Further, again except for the art museum
directors, respondents expressed little interest in the potential of service
or professional organizations for colletive social control. And, except for
the CAA directors, most would act in the best interests of their organiza-
tions when those interests conflicted with those of their field. On the other
hana, respondents seemed to appreciate the value of collective mobiliza-
tion to pursue broadly political ends: supporting legislation, negotiating with
government agencies, and enhancing public images. In short, the responses
of these administrators conformed to the professional model in some respects
and diverged sharply in others.

This combination of convergence and divergence was most striking
among the art museum directors, whose responses wers least like those of
other administrators. They placed less stock in formal management train-
ing than any other group, both as a criterion for hiring directors and as
a function of service organizations, yet th / were most supportive of the
role of service organizations in establishing (and, for a large minority, en-
forcing) professional ethical standards. Further, although members of dif-
ferent cohorts in the art museum, theater, and, to a lesser extent, orchestra
fields showed a trend toward increasing managerialism, this orientation was
reflected in the responses of only a minority of respondents. Among the
art museum directors, the increased managerialism was accompanied by
¢ modest decline in support for traditional tenets of professionalism.

Notes

1. Professionalism, - it is used here, refers to a set of attitudes and behaviors associated
with a distinctive form of occupational organization. It has little in common with the
conventional, everyday use - ” the wor¢ as a synonym for competence or qualifica-
tion. Thus, whether profess onal participation and attitudes are associated, either
positively or negatively, with competence or effectiveness is an empirical question
quite beyond the scope of this study. When some administrators are described as hav-
ing a *‘professional orientation™ to a greater degree than others, or as ‘‘participating
10 a greater extent in professional activities,”” these are factual accounts of their self-
reported attitudes and behaviors, whict should not be taken to reflect in any way their
effectiveness as administrators.
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Attitudes Toward
Organizational Missions

To examine administrators’ attitudes toward the missions of their organiza-
tions and the role of management in accomplishing them, we analyzed data
from two sets of questions. Because an organization’s board is responsible
for policy formati~n and -ecisions about goals both in nonprofit organiza-
tions and in many public art museums and CAAs, one set of questions asked
managers to evaluate the relative importance of 10 characteristic. of board
members. To answer the question of ‘“what business are we in?’’ the sec-
ond set required respondents to choose between pairs of statements reflect-
ing different attitudes toward organizational mission and strategy. Develop-
ment of questions was guided by ongoing debates within the fields surveyed,
and items were revised after review by arts managers, service organization
staff, and public arts agency staff.

Board Member Characteristics

Respondents were asked, ‘‘In your opinion, how important is the presence
of persons with each of the following characteristics to the effectiveness
of [your kind of arts organization’s] board of trustees?’’ They were then
presented with 10 different items and asked to rank them in importance
(see table 5-1). Some items (ability and willingress to donate money; con-
nections with the wealthy, with business corporations, and with govern-
ment) had to do with ability to give or get resources. Others (willingness
to interact with staff, willingness to respect formal hierarchy, and legal or
management skills) concerned the board’s internal functicn. Two items (com-
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mitment to education and outreach, and representativeness of the commu-
nity’s racial and ethnic groups) reflected concern with pluralism and social
goais. And one (personal interest in the arts) was related to the aesthetic
mission.

Personal interest in the artistic substance of the organization’s work
was rated amcng the top three criteria in all fields by almost two thirds
of the respondents. Also prized highly, especially among performing arts
administrators, were the ability and willingnsss to give money, and con-
tacts with business corporations and with the wealthy. Orchestra managers,
in fact, appeared to seek ‘‘donor’’ boards that give money and serve as
bridges to wealthy individuals and companies. Theater managing directors
also emphasized private-sector resource acquisition, albeit with less unanim-
ity. Although art museum directors valued these same income-generating
qualities, more than half of them also ranked willingness to respect the
museum’s formal hierarchy of authority among the three most important
board-member attributes. By contrast, CAA directors were diverse in their
appraisals, stressing not only contacts with business but also skills, com-
mitment to education and outreach, and contacts with government.

Managers in all fields were much less likely to include among the top
three attributes willingness to interact with staff and representativeness of
the community’s racial and ethnic groups. Similarly, only about one fifth
of the performing arts administrators ranked commitment to education and
outreach kighly, although it did fare better among art museum and CAA
dircciors. And attitudes toward legal a.d management skills varied widely
by discipline, ranked highly by almost half the CAA directors but just one
in eight orchestra managers.

Forced-Choice Questions

Most of the forced-choice questions addressed debates or concerns about
the extent to which tradidonal aesthetic aims of arts organizations should
be supplemented by partial reorientations: first, toward the market and earned
income, and second, toward education and outreach objectives. We sought
here to document the administrator’s attitudes on these issues, and 1o see
if sucbh attitudes represented relatively coherent ideological positions. Finally,
we wanted to assess the relative impact of a manager’s organization,
background, and career experience on these attitudes toward missions. Note
that there is no intention—nor could these data be used—to assess tue validity
of the attitudes.

Respondents were asked to choose between two statements, each reflect-
ing a different position on a management or policy issue. Responses did
not necessarily indicate agreement with the statement chosen; respondents

70 81




S

ATTITUDES TOWARD MISSIONS

Table 5-1
Three Most Important Characteristics of Board Members, by Field
(percen’)
item Theaters Art Museums Orchestras CAAs
Personal interest in the arts 65.35 65.00 65.09 59.54
(101) (120) (106) (131)
Willingness and ability to 63.73 70.83 80.19 34.35
donate money (102) (120) (106) (131)
Connections with Fusiness 58.82 53.33 69.81 58.02
corporations (102) (120) (108) (131)
Connections with weaithy 53.06 39.17 53.77 33.08
individuals (98) (120) (106) (130)
Willingness to respec’ 44.44 56.30 25.71 27.91
formal hierarciy oi (63) (119) (105) {129)
communications
Legal or management skills 30.69 37.50 12.26 46.56
(101) (120) (106) (131)
Influence in government 32.56 33.33 20.00 39.69
circles (86) (120) (105) (131)
Commitment to education 20.43 32.50 19.05 40.31
and outreach (93) (120) (105) (129)
Representativeness 17.20 19.17 14.29 29.01
of community’s racial and (93) (120) (105) (131)
ethnic groups
Willingness to interact 18.18 10.17 16.04 28.46
with staff at the depart- (98) (118) (1086) (130)

mental level

NOTES. Characteristics are ranked in order of importance accoraing to the average percent of
respondents across all four fields naming each item among the top three in importance.

Figures in parentheses are the number of respondents for each item.
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may have agreed or disagreed partially witr both options, and in many cases,
the” personal views were undoubtedly more complex or sophisticated than
either one. The value of these questions is not so much in permitting
generalizations about what art, managers believed as in enabling us to com-
parz the positions ot different managers on se'7eral dimensions. In design-
ing the forced-choice ridons, we tried to present each stxtement in a con-
tenticus tone, as might an advocate of the position it emtodied. Occasionally,
the tone was softened in an effort (not always successful) to phrase alter-
natives so as to elicit variation in response.

Most items were designed to counterpose two of three attitudinal
orientations—i.e., trad :ional aesthetic mission, managerial’ m (emphasis
on efficiency and earned income, and orientation to the private sector), and
social orientation (emphasis on education and cutreach, and orientation
toward the public sector)—that were hypothesized to represent somewhat
coherent ideological positions. Tc avoid response-set bias, for those ques-
tions in which cne siaiement favored and another opposed a position, “‘pro’’
and *‘con” responses were alternated in the first and second positions from
question to question. Since wording of specific ite* 3 differs from group
to group, responses are not ¢ .p.etely comparable across disciplines. The
principai value of these data are, first, for descriptior of respondents in
each field, and, second, for compz...on of attitudes across groups within
each field. As previously described, responses to forcec choices were merged
with those to related questions about th~ difficulty of each choice to yield
a six-point scale, ranging from ‘‘1°’ (easy cuvice of first option) to *‘6’’
(easy choice of second option). )

Resident Theater Managiag Directors

Aesthetic vs. managerial orientation When asked to choose between
a statement favoring efforts tv increase earncd income and one suggestir
that resident theaters are cften too concerned with this goal, the vast major-
ity of theater managing directors (88 percent) chose the first. More than
half (61 ~ercent) also selected a statement favoring institutionalization to
achieve professioral excellence over one alleging that institutionalization
discourages creativity or innovatior. And nearly all respondents (92 per-
centy favored more businesslike management technique. over a warning
that such techniques are inapproprizate for arts organizations.

Aesthetic vs. social orientation. " 1ore than two thirds agreed with a
statement that resident theaters have a responsibility to go beyond their
“egular programming to educate their au. “ience and potential anc.ience rather
tnai. with the opposing assertion that educational programs aistract atten-
tion from the theater’s central artistic task. In another forced choice, more
than three quarters of the respondents chese “‘excellence’ ¢ er “‘acces”’’

ERIC 7 83

IToxt Provided by ERI



ATTITUDES TOWARD MISSIONS

as a guide to public subsidy. And almost the same proportion selected a
statement indicating that resident theaters coulu ..pand their audiences tc
i..clude many more poor, minority, and working people over an assertion
that the theater’s audience will always be limited to inatviduals who can
really understand and appreciate the dramatic art.

Munagerial vs. social orientation. By a strong majority (88 percent),
theater administrators favored ¢ statement indicating that resident theaters
should look toward business (rather than toward government) for an in-
creasing share of revenues in the coming years. (Shortly before the survey
was fielded, the national admi.dstration proposed dramatic cuts in the fzderal
arts budget. The salience of this development undoubtedly affected the pat-
tern of response to this question.)

Nonclassified attitudinal orientation. Al st palf the respondents
favored coordination in planning and programming among arts organiza-
tions over a statement stressing the danger to an ocganization’s autonomy
of involvement in coordinative e”frrts.

Art Museum Directors

Aesthetic vs. managerial orientation. Just over half of the art museum
directors seiected the statement that ‘‘art museums have become too con-
cerned with maximizing earned income by mounting popular exhibits of
dubious s~“0larly or artistic value’’ over one praising art museums for learn-
ing to boost earned income by designing exhibits with popular appeal.
Approximately 40 percent agreed that museums should use cost-benefit
measures in order to be taken se .ously by potential patro:.s, while 60 per-
cent believed such efforts to measure museums’ efficiency reflected *‘a pro-
found misunderstanding’’ of museurn work and goals. .'wo fifths of the
museum directors chose a warning that efforts tc use auxiliary activities
ie.g., gift shops, restaurants) to increase earned income risk subordinating
the muscum’s artistic goals to commercial ones, while three fifths agreed
that museums have a responsibility tc exploit commercial opportunities to
increzse earned income.

Aesthetic vs. social orientation. Almost two thirds of the respondents
agreed \hat art museun.s should provide thorough interpretation of exhibited
works rather than that extensive interpretation interfzres with the relation-
ship between the viewer an } the work of art. In the forced choice between
excellence and access as a criterion fc  .blic subsidy, /U percent of the
museum dii .ctors opted for the former. And just over half selected the state-
ment that art museums can attract many more poor, minority, and working
people over the assertion that museum visitors will always be *‘the minor-
ity of individuals who can really understand anc appreciate art.”’

Managerial vs. social orientatior:. Frlly 86 percent of the directors
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agreed thet art museums should look to business to provide an increasing
shareof theirr '~ in coming years, over an alternative saying the same
of government.

Nonclassified attitudinal orieatation. More than 60 percent of the art
museum directors favored coordination of planning and programming among
museums over the warning that such coordination would threaten museum
autonomy.

Orchestra Managers

Aesthetic vs. managerial orientation. In response to the assertion that
orchestras worry too much about earned income and too little about challeng-
ing and innovative programming, 83 percent of the orchestra managers chose
a statement praising orchestras for using marketing and programming to
oost earned income. And the same proportion favored use of commercial
administrative practices, rejecting the notion that efficiency is not what per-
forming arts organizations are all about.

Aesthetic vs. social orientation. The vast majority of orchestra managers
(90 percent) selected the statement that ‘‘the ~rchestra must go beyond its
regular programming to educate its audience aud potential audiruce’’ over
the assertion that educational programs divert attention from artistic goals.
Two thirds of them also chose excellence over access as a basis for public
support for the arts. And 57 percent believed that orchestras can increase
markedly the number of poor, minority, and working people in their audi-
ences, whereas 43 percent believed that the orchestra’s audience will always
be limited to the few ‘‘individuals who can really understand and appreciate
music.”’

Managerial vs. social orientation. Almost all (95 percent) orchestra
managers chose to look to business rather than government for increased
revenues in the future.

Nonclassified attitudinal orientation. More than 60 percent agreed that
coordination of planning and programming with other arts organizations
represents a threat to autonomy, rather than that such coordination is in-
creasingly necessary in the current fiscal environment.

CAA Directors

Aesthetic vs managerial orientation. Almost two thizds of the CAA
directors chose a statement indicating that CA As should develop more ¢fi-
cient administrative techniques similar to those of the better-run social
service agencies over an alternative stateinent indjcating that arts agencies
canzic* be rup like social service agercics and warning against bureaucrati-
zation.

Aesthetic ve. social orientation. Almost four fifths of the respondents
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agreed that ‘“‘CAAs should go beyond the traditional arts to support and
encourage’’ minority and neighborhood arts groups rather than concuntrate
on the most important and highest quality organizations within their com-
munities. In keeping with this view, almost 75 percent chose access oer
excellence as a criterion for public support, and almost S0 percent chose
the assertion that traditional arts organizations could expand their audiences
to include far more poor, minority, and working people over the statement
that the audiences for art museums and symphony orchestras will always
be limited to the minority who can appreciate great art and music.

Managerial vs. social orientation. The CAA directors were almost as
unanimous as orchestra managers (92 percent) in choosing business over
government as a future source of increased revenues. Further, more than
70 percent of the CAA directors selected the assertion that CAAs worry
too much about getting grants and too little about earning income over the
statement tirat CAAs should provide services to individuals and organiza-
tions that ar¢ > poor to pa for them.

Nonclassified attitudinal orien:ation. Again, more than 70 percent sup-
ported rather than opposed regional coordination of the planning and pro-
gramming among CAAs, and more than 85 percznt believed CAAs should
provide artistic programming that is otherwise unavailable rather than liinit
themselves to providing support services to other arts orzanizations.

Summary

Although responses to most items are not comparable across disciplines
because of variation in item wording, we can make some rough generaliza-
tions. Respondents in all fields overwhelmingly favored statements that future
revenues shovld be sought from business rather than from government. Fur-
ther, majorities (albeit sometimes small ones) in each field voiced sympathy
with the goals of education and outreach, and majorities in all fields except
art museums tended to agree with statements supporting improved ad-
miristrative techniques. The most obvious deviations occurred among art
museumn directors, who were more likely to choose statements expressing
skepticisn: about or distaste for earned income-producing schemes, and
among CAA directers, who alone supported the statement endorsing the
principal of access over excellence. Enough variation in respons< appears,
however, that no group’s orientation can be characterized as being over-
whelmingly aesthetic, social, or managerial.

Variation by Cokort

No major variations by cohort appeared regarding the most desirable qualities
for board members, but more differences did emerge in response to
statements reflect.ng attitudes toward organization missicn and strategy.
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The most senior cohort of theater administrators were somewhat more
1. .ly than the most junior cohort (86 to 67 percent) to emphasize excellence
over access as a criterion for public suppor:, and they were only about half
as likely to choose with ease the statement that resident theaters cou'd greatly
expand the number of poor, working, and minori.y people in their audiences.
They were also substantially less likely than other groups (one quarter, com-
pared with almost 40 percent in the middle cohort and two thirds of the
newest) to favor coordination of planning and programming among perform-
ing arts organizations. As a group, then, the more senior managing direc-
tors expressed . somrewhat greater commitment to aesthetic values, par-
ticularly over social ones, than did their more junior colleagues. But the
differences were relatively small.

The more junior art museum directors were approximately twice as
likely as their colleagues to endorse the use of exhibits with broad-based
appeal to raise earned income rather than deplore such income-earning ex-
hibitions. Similarly, they were consideratiy less likely (one third of the
most junior cohort compared with more than half of the most senior) to
choose the statement questioning the use of museum shops and simiar means
of generating earned income. Support for excellence over access was
monotonically related to seniority: more than 80 percent of the most ex-
perienced directors, compared with almost half of the least experienced,
favored the former. Also monotonically related to seniority were attitudes
toward coordination, with just over half of the most experienced cchort—
twice as many as the most junior- cnoosing the statement opposing it. Thus
among art museum directors, seniority was associated with favoring an
aesthetic over a social and, to a lesser extent, mianagerial orientation.

For orchestra manage-~s, t0o, ¢ esthetic views found more favor within
the senior cohort than within the junior ones. Nearly one quarter of the
most senior managers (compared with just 9 percent of the most junior)
agreed that orchestras are often tco « 'ncerned with maximizing earned in-
come at the expense of the quality of their musical programming. And nearly
one third of them (compared with 15 percent cf the middle cohort and just
I of 31 less-experiennced managers) agreed that efforts to measure the effi-
ciency of sy1.iphony orchestras are inappropriate.

Senior orchestra managers also held aesthetic values over social ones.
More thar. one fifth of them (compared with just 2 of 65 other r. ,pondents)
endorsed a statement that ‘‘educational programs can deflect energy’’ from
the orchestra’s central artistic goals, and 85 percent chuse excellence over
access, compared with fe ver than 60 percent of the two more junior cohorts.
Like the most senior :aanagers in other fields, those in the orchestra field
were also less likcly to favor the coordination alternative (Just one in four
among them, compared with three fifths of the most junior managers). Thus,
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in the orchestra field as elsevhere, seniority was associated with support
for traditional aesthetic values Ineach case, however, it is unclear whether
variation by cohcrt represented a decline in traditional aesthetic concerns
over time, a filtering process that screened out administrators with less
aesthatic orientations over the course of their carcers, or attitude changes
associated with movement to larger or more presiigious organizations.

Because of the briefer cohort spans among the community arts
respondents, cohort variation in their field was far less marked. Like their
peers in the other disciplines, however, the more senior CAA directors were
more likely to choose excellence over access than were less experienced
CAA directors (more than one third, compared with just over one quarter
or the middle cohort and fewer than one fifth of the most junior).

Administrative Orientations and Their Determinants

Although the previous sections descrioed the responses of administrators
to inaividual items and examined how those responses varied among
managers of differing levels of seniority, they did not enable us to assess
the extent to which the responses cohered into the posited dimensions of
administrative ideology (managerial. aesthetic, and social). Nor did they
describe: the determinants of variation in admin.strative orientations by ex-
amining the net effects of such factors as seniority, organizational budget,
experience, and professional participation, controlling for all simultaneously.
Our next tasks, then, are to see whether responses to attitude questions cluster
in a manrer that pe:its us to ideatify managerial, aesthetic, or social orien-
tations within the fields surveyed; and, if so, to determine what predicts
the extent to which administrators hold such orientations.

Patterns of Administrative Orientation

To pursue the first task, we undertook for each field factor analyses of
responses to questions about director attributes, bcard member
characteristics, the ‘‘increase relevance and accessibility’’ function of ser-
vice organizations, and attitudes regarding organization mission and strategy,
as well as to a series of questions about the desirability of different forms
of revenues. In the last, respondernts were asked to rank in order of desira-
bility 10 sources of income: endowment; admissions; membership; other
earned income; private philanthropy; corporate philanthropy; foundation
grants; and federal, state, and municipal support. This last set of questions
was included because it was hypothesized that a managerial orientation would
be disposed toward earned income and corporate aid, while a social orien-
tation would favor public subsidy. As expected, factor analyse¢s yielded
meaningful ‘‘managerialism’’ and ‘‘social orientation’’ clusters for every
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field. (In part because of the wording of forced-choice questions, aesthetic
orientation did not emerge as a third factor.)

Marnagerialism. The inanagerialisin factor, for all fields, included sup-
port for a management rather than arts background for administrators; and
for three of the four fieids it included both positive evaluations of manageria:
experience, Zrantsmanship ability, and ability to prepare a budget as criteria
for selecting to, 1dministrators, and the for~ed-choice alternative th.t favored
businesslike and efficient administrative techniques.

In the performing arts, directors’ fund-raising ability and marketing
experience, m addition to those skills listed above, loaded heavily onto the
managerial factor. Among the theater managing directors, desirability of
admission revenue loaded positively and desirability of municipal revenue
loaded negatively onto managerialism. Among directors of orchestras and
art museums, forced-choice preference for business support in the long term
loaded on managerialism, as did desirability of membeiship revenue among
orchestra managers and forced-chcice support for income-earning exhibi-
tions and ancillary activities among art museum directors. Federal support,
on the other hand, bore a negative relationship to managerialism amorng
the art mseum directors.

Among the orchestra managers, three director attributes loaded negu-
tively on the managerial factor: knowledge of classical music, commitment
to education and outreach, and standing in the field. Thus, this factor
represents not just support for efficiency but also some opposition to aesthetic
or social goa's. By ntrast, for the CAA directors, the manageria! factor
was associated with rejection of ea:ned income, perticularly endowment
and other earned income, as revenue sources.

Social orientation. For each field, the social oricatation factor included
high rankings of eduvcational experience and of commitment to outreach
as criteria for selecting top administrators; of commitment to edi.cation and
outreach as a desirable attribute of board members; and of increasing
relevance and accessibility as a function of service crganizatious. For three
of the four fields, grantsmanship as a criterion for selecting a top manager
and support for access over excellence loaded on this factor as well. Tae
social orientation factor was most similar for theater managing and art
museum directors: for each group, it included (i1, ..dition to the variables
shared with other fields) agreement that the minority, poor, and blue-cvllar
audience could bs greatly expanded, and a preference for federal, state,
a .d municipal support. For art museum directors alone, it was associated
with relati /¢ly low ratings for endowment income; and for theater ad-
ministrators alone, it included a preference for foundation assistance.

Among orchestra managers, social orientation was associatec! with high
ratings for fund-raising ability and s* ancing in the field as director-selection
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criteria, in addition to the common variables menticned above. Araong CAA
directors, it was associated positively with apprec.ation of the arts as a
criterion for choosing executives, support for grants to nsighborhood and
minority arts organizations, and support for artistic programmir:g by CAAs.
(The two latter measures are from forced-choice items 2sked only of CAA
directors.)

Among the art museum ana CAA directors, two other interpretable
factors emerged. For the former, the third dimension represented a kind
of private-sector market orientation reflecting oppositioa to cecnventional
aesthetic values. For the latter, the third factor represented an extreme public-
sector orientation, involving a strong rejection of the market and of earned
income.

Fredictors of Administrative Orientations

To examine the net effects of backgiound, career experience, and othei
factors on the extent to which administrators expressed managerial or social,
rather than more >onventionally aesthetic, orientations in their responses,
we used regression analysis. Scales were developed for both managerial
and social orientations by standardizing and summing respond=nts’ scores
on each variable that loaded on the relevant factor at .30 or above. The
models reported here inciude those independent variables that had a notable
impact on crientations, or the om:ssion of which altered the coefficients
of other predicters. In addition, budget size and a measure of seniority were
included in all regression equations as independerit variables.

Managerialism. The regression models predicting the degree of
managerialism were quite successful (given the subjective nature of tue
measures on which the dependent variable was based) in all but the com-
muni.y arts field, explaining between 24 and 44 peicent of the variation
in manager.alism among theater, art museum, and vrchestra administrators.
Among both art museum directors and the orchestra managers,
manageriaiism was strongly and negatively related to seniority, rontrolling
for other predictors. Among the former, budget size alse hzd a notatle
negative etfect, whereas among the latter, women were, other :nii.," equal,
more managerial in orientation than men.

Managerialism -vas negatively related to measures of family back zround
and ed: cational experience an dng the art museun: directors and orchestra
managers, and positively related among the CAA directors. Parents’ educa-
tional attainment was a sirong negative predictor of managerialism for the
art museum directors, while the quality (Astin score) of the college from
which a manager graduated had a similar impact among orchestra managers.
By contrast, having attended a private school was the strongest predictor
of managerialism among the CAA directors.
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Among thaer administrators, a high degree of managerial orienta-
tion was predicted by three variables: a degree in business or management;
prior work experience in resident theater marketing, development, or public
relations; and nc prior work experience as artistic directors, actors, or techni-
cians. Career-experience variables were also strong, lbeit negative predic-
toi 3 of managerialism among art museum directors, who were far less likely,
other things equal, to score high on managerialism if they had earned a
Ph.D. in art history or had ever held a professorial appointment. By con-
trast, career experience had no important effect on the scores of orchestra
managers or CAA directors.

Controlling for other factors, professional participation (based on the
number of professiunal activities in which a respondent reported taking part)
had a strikingly positive impact on managerialism in every field but the
community arts. This was true even among art museum directors and or-
chestra managers, for whom the simple correlations between managerialism
and participation were close to zero. What these findings mean is that the
factors that predicted participation were different from and to some extent
opposite *o those that predicted mar.agerialism; but that if one controls for
these factors, directors who are more active in their professional field are
more likelv to express managerial views than wou'd be lcss active managers
with similar backgrounds and experiences.

Social orientation. Among theater managing directors, social orienta-
iion was positiveiy related to seniority, negatively related to private school
enrollment and parents’ social class, and very negatively related ¢ : organiza-
tion budge:.

By contrast, the social ccientation scores of art museum directors were
unrelated to muscum budget size and were negatively relaed to seniority.
As in the case of the theater managing directors, however, having attended
a private school and, to a lesser extent, parental socia' class aud educa-
tional attainment, again were nega. ve predictors. Finally, the most impor-
tant negative predictors of social orientation among art museum directors
. ere a Ph.D. in art history and experience as a professor, two factors that
also exerted a strong negative effect on managerialism and would seem to
be associated with a strongly aesthetic conception of the museum’s role.
On the other k. nd, the strongest and most significant positive predictor of
social orientation among this group was participation in professional
activities.

The social orientation scores of orchestra managers were predicted
lergely by iv « three variables: holding other factors constant, social osien-
tation was stronger among women than among men and, to a lesser extent,
among managers with many years of experience in the orchestra field, and
it was weaker for managers with prior arts experience.
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The social orientation of CAA directors was unrelated to their organiza-
tions’ budgets and to their seniority. Indeed, the only impertant predictor
was their college’s quality score: directors who had attended selective col-
leges were le~s likely, other things equal, to score high on this scale than
others. By contrast, women directors had higher social orientation scores,
other things equal, than men.

It should be noted that variation in scores on the managerialism dimen-
sion were explained largely by aduit educational and career experiences,
whereas scores on the social dimension were largely influenced by family
background or gender in every field.

Conclusion

Administrators’ responses to attitude questions about management and
priorities of arts organizations clustered together in groups ihat reflected
managerial and social orientatiors. The former emphasized efficiency and
market standards in the governance of arts organizations; the latter empha-
sized education, cutreach, and public-sector responsibility. E: .h orienta-
tion opposed, to some degree, more traditional aesthetic views, which stress
both the role of arts organizations in supporting scholarship, preservation,
and opportunities for innovation; and the importance ~f maintaining the
autonomy of the arts from the demands of the markt for efficiency on the
oue side, anA of the public for relevance or service, on the other.

In all fields but the community arts, the analyses indicated that this
aesthetic perspective was more closely heid by senior administrators, while
younger managei s were more likely to exoress social or inanagerial views.
If this finding reflects stable differences among cohorts (as opposed to the
effects of aging on attitudes), managerialism will provably increase in the
performing arts and 1 scums in the coming years. For the theater manag-
‘ng directors, for example, managerialism was negatively associated with
having producion experience, wwkich fewer managing directors now possess.
By the same token, it was positively associated with holding a business degree
ard having prior experience in marketing, public relations, or
deve'~pment—both of which are apparently becowing more commen. And
it we 5 also positively associated with professional participation, wkhich sug-
gests that, other things equal, administrators with managerial perspectives
are: likely to play influential roles in their fields as a whole.

Similarly, amorg the art museum directors, managerialism was
ney'atively associated with years of experience but positively associated with
par‘icipation. To the extent that young directors with managerial perspec-
uve. 2.c wore active in the art museum community, their orientations are
likelv to spread. Nonetheless, the increased percentage of directors with
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Ph.D.s and professorial expu.ience—both powerful negative predictors of
managerial perspectives—may represent a strong countervailing force in
this field.

By contrast, the regression analyses provided little reason to expect
change in the social orientation of performing arts administrators. Yet among
art museum directors, professional participation exerted such a strong
positive effect in this regard that we might expect orientation to the museum’s
educational mission to increase over time. Again, however, the strongly
negative effects of a Ph.D. in art history and professorial experience could
exercise a counter .i.ing force. Indeed, if the museum’s historical alterna-
tion between education and conroisseurship is any guide, we can expect
aesthetic and social crientations to continue to coexist in American art
museums for many years.

82 93




S

Index

A

Administrative assistants, women as, 17

Administrative or.entations, 75, 77-81

Administrators, age of at first executive
position, 3; appreciation of art cr artists
managed, 61; attrition of, 4, 7, 37;
autonomy as source of satisfaction for,
31; certification of, 41; college
background of, 2; and contact with
works of art, 8, 31; criteria for selec-
tion of, 61; education of, 2; and jobs
outside the arts, 4; quaities of, 61;
recruiting of and stable career paths, 4;
salaries in arts organizations, viii;
sources of satisfaction for, 29-31

Aesthetic aims of organizations, and
market concerns, 70

Americo frst art organization in, ix

American Art Directory, ix, x

American Arts, 56-57

American Association of Museums
(AAM), ix-x, 63; ethical st-ndards of,
66; meetings of, 54, 55, 56, 58

American "ouncil for the Arts, 54, 56

American Symphony Orchestra League
(ASOL), ix, 54, 5, 56, 59

Art Bulletin, 56

Art Journal, 56

Art museum directo:s, 12; and accredita-
tion for museums, 65; and administra-
tive programs, opinions on, 50; ad-
ministrative training for, viii, 66, 75;
aesthetic vs. managerial or social orien-
tation, 73; age at becoming executive,
20; age cohorts, 5, 16, 37; age and

leaving field, 38; age of women as, 13;
apprenticeship for, 59; associate direc-
tor for administration, viii; attrition
among, 4; budget correlated with
university ...ended, 27; business rather
than government help sought by, 74;
cohort differences among, 66; con-
nois:  :ship and contact with trustees,
36, »8; and contact with artists and
works of art, 31; coordination of plan-
ning and programming among mu-
seums, 74; dissatisfaction with contacts
with government agencies, 3i; effect cf
education on salary for, 8, 28; cntry
patt.mn for, 1, 2, 3, 17-18; ethical stan-
dards of, 63; and formal education, 2,
15; and government relations, 5, 31;
ang jobs outside the arts, 38, 43-44; and
management training for, 21, 43-44,
67; managerial vs. social orientation,
73-74; more satisfaction in smaller in-
stitution- -, 33; and need for artistic
background, 63; and non-art business,
21; noneconomic carwer rewards, 25;
on-the-iob training. 44-45; and
organizational budgets, 3, 27; parents
of 15, 16, 27, 28; periodical reading
by, 58: oreparation of, 5, 42-44; private
secondary school attended, 14, 39; pro-
fessionalization of, 23; public relations
for, 5; salaries, 25, 28; scholarship in-
terests of, vii; selective college attend-
ance by, 12; of smail museums, 58;
today vs. the 1930s, viii; training for
senior cohort, 5; and university
teaching salaries, 25; unprepared for

34 83




MANAGERS OF THE ARTS

management, 43-44; unqualified per-
sons restricted by, 60; who they are,
11; women as, 2-11, 32, 36

Art museums, accreditation of, 60-61; per-
sonnel employed by, vii, viii; public im-
age of, viii; success in attracting
visitors, viii

Art organizations, boards concerned with
administrative quality, viii; employment
opportunities in, 1; few art museum
direc*ors served as officers in, 54; full-
time administrative roles, vii; internal
growth of, vii

Art world, institutionalization of, in early
times, vii

Artistic director of the 1950s, vii

Arts administration, definition of, 9;
degree programs in, viii; learning the
jobs, 41. See also Art museum directors

Arts-related panels of government, service
on, 53-54

Arts Reporting Service, 56, 57

Association of Art Museum Directors
(AAMD), ix, x, 7, 54, 56, 63

Association of College, University, and
Community Arts Administrators
(ACUCAA), 54, 56

Astin Index of “‘College Quality,”’ 12, 79

Attitudinal professionalism, 59-66

Attrition, 37

B

Behavioral profzssionalism, 53-59

Billboard, 56

Board memters, characteristics of, 69-70

Board relations, 42-43, 49, 50

Buoston Museum of Fine Adts, vii

Boston Symphony Orchestra, establish-
ment of, vii

Budget preparation, as administrative duty,
61

Budget Ranges by Category and
Discipline, Table i-1, 13

Budget size, by age and seniority, 27; and
career experience, 37-38; predictors of,
27-28

84

C

CAA (Community Arts Agencies), and
American Council for the Arts, 54, 56;
entry from community arts fields, 19;
full-time director of, xi; women direc-
tors of, 12

CAA directors, 18-19; aesthetic vs.
managerial orientation, 74; age cohort
of, 16; age of women as, 13; and art
management careers, 11; as artists, 2;
attrition of, 4, 22, 36, 38; and board
membership requirements, 70; and
budget organization, 27, 28, 59;
business vs. government as source of
increased revenues, 75; and career
issues definition, 23, 31, 33-39; and
career paths and retention, 4-5; career
satisfaction of, 32, 38; college selectiv-
ity of, 4, 12; and contacts with govern-
ment agencies, 31; and contazts with
works of art, 31; and disszatisfactions of,
31; and donor contacts, 29; ecducational
attainment and salary of, 27-28; entry
patterns for, 1, 18; and family back-
ground of, 12, 28-29, 39; and financial
management strength, 44; and formal
education, 15; and job outside arts, 3,
36; and labor relations training, 45;
likelihood of leaving the field, 34, 36,
38, 39; managemeat courses evaluated
by, 50; managerial backgrounds of, 19,
44; marketing and public relations
preparation for, 44; and NACAA
meetings, 55; and organizational budget
and professional involvement, 59; and
organizational size and professional
participation, 58-59; and organization
size and satisfaction, 33; and organiza-
tional well-being, 65; and parental
education, 4; preference for access ¢ ver
excellence, 75; preterence for ex-
cellence over access in senior coho:t of,
77; professional activities, 33, 55,
£8-59; professionalism, lacking in, 7;
recruitment of, 2, 18; and regional
planning and coordination, 75; salaries
of, 3-4, 26, 28, 34; and small organiza-
tions, 34, 38; social orientation vs.

35




aesthetic for, 74-75; and top manage-
ment at early stage, 20; and years of
education’s effect on budget, 27

Careers, in art management, 11; in com-
munity arts, unstructured, 34; expecta-
tions of, 4-5, 33-39; satisfactions in, 31,
38

Carnegie Corporation of New Ycrk, xii

Center for Advanced Study in the
Behavioral Sciences, xii

Cohort Categories for Each Discipline, by
First Year of First Job in Field, Table
12, 14

Cohorts, by discipline, 15

College Art Association, 54, 56

College degrees, among managers, 12

College, prestigious effect of, 4

Commitment, and experience, 36, 60

Cornsrltants, 5, 45, 49, 50

Criteria Considered **Very Important”’ for
Selecting A Chief Administrator, by
Field, Table 4-1, 62

Cultural Post, 56, 57

Curatoria! positions, of art museum direc-
tors, 17

D

Development, training in, 49, 50

Development of the American Professional
theater, 56

Directors, attracting and keeping of, 4-5,
and budget size, 13-14. See also
Administrators

Dombach, Chick, xii

Donor beards, 70

E

Education, commitment and board
membership, 7C; and outreach, 75;
managers, 15; and salary, 27-28

Employment opportunities, in 1960s and
1970s, 1

Equal opportunities, for women managers,
5

INDEX

Ethical standards, for board of trustees, 66;
for managers, 60

Evaluation of Learning Methods, by Fizid,
Table 3-3, 48

Evaluation of learning methods by
managers who used them, 49-50

Executive Summary, 1-9

F

Family background, effects of, 2, 27

Feacral grant-review panels, 54

Female administrators, increasing with
each cohozt, 15

Financial management, preparation in, 5,
42, 49, 50

Flora Hewlett foundation, xii

Foundation for the Extension and Develop-
ment of the American Professional
Theatre (FEDAPT), 56

Foundations and administrative training,
viii

Friendsh.p with other professionals, 54, 57

G

Grantsmanship ability, 60

H

Higginson, Henry Lee, vi1
Horowitz, Harold, xii
Huntley, Elizabeth, xiii

Institution for Social and Policy Studies,
School of Organization and Man, xii

Internships, 5, 17, 41, 47

Interorganizational career enhancement,
60

85
36




MANAGERS OF THE ARTS

J

Job Satisfactions, by Field, Table 2-2, 30
Job stability among managers, 20

K

Kimberly, John, xii

L

Labor relations, preparation for, 5, 42, 49,
50

Larsen, Magali Sarfatti, 52

League of Resident Theaters (LORT), ix,
54, 56

Legislative Reports (American Arts
Alliance), 57

Legislative stand, by service organization,
61

Likelihood of Future Job Alternatives, by
Field, Table 2-3, 35

M

Management and aesthetic tension, 8
Management consultants, rating of, 47
Management courses, value of, 5-6
Management degtees, relation to salary, 26
Management experience, 60, 61
Management skills, and board member-
ship, 70
Management training, vzlue of various
forms of, 4549, 60, 61, 67
Managerial careers in arts, 19-22
Managerial cohorts, 14-16
Managerial expertise, attitudes toward im-
portance of, 60, 65
Managerial preparation, not associated
with budget size, 44; not associated
with career experience, 44
Managerial professionalism, 61
Managerial salaries, effect of gender on,
29

Managerial work experience, over time,
20-21

Managerialism, 78; and family
background, 79; women emphasize
more, 79

Managers, and attrition in the art field, 34;
differences between male and female,
12-13, 79; educational and social
backgrounds of, 12-16, 22; future ex-
pectations of, 34; of largest arts
organizations, 15, 22; learning of. 45;
in senior cohorts and larger organiza-
tions, 26

Managing directors, hired into top post,
17; of largest art organizations, 15, 22;
learning of, 45; with management
deprees, 26

Man «il, Marilya, xii

Marketing, wide range of ways to learn,
49, 50, 60

Mellon, Andrew W., Foundation, xii

Money giving, and board membership, 70

Mulligan, Barbara, xii

Museum director, and contacts with artists,
31; income determined by meritocracy
and school, 28; of larger institutions and
periodical reading, 58; scholarship in-
terests of, viii; and selective colleges at-
tended by, 12; of small museums, 58;
soc.ial background of, 12; today vs. the
1930s, viii

Museum Directory, 1980, ix, x

Museum News, 56, 58

N

National activities, for older cohorts, 57

National Assembly of Community Arts
Agencies (NACAA), x, 54, 55, 56. See
also National Assembly of Local Arts
Agencies

National Assembly of Local Arts Agen-
cies, x, 56;

National Center for Educational Statistics
(NCES), ix; 1978 Museum Universe
Survey, ix




National Endowment for the Arts, viii;
Museum ®rogram, 54, 58; Theater
Policy and Grant panels, ix

National Endowment for the Humanities,
54, 58

National Institute of Muscum Services,
54, 58

New York State Council on the Arts, xii

New York Times Arts and Leisure (Sun-
day), 56

O

On-the-job training, 5, 45, 47, 49
Orchestra managers and directors, 17;
aesthetic issues .f, 74, 76; age at
becoming executive, 20; age cohort,
16; and American Symphony Orchestra
League, 54, 55; attrition of, 36;
background a. musician, 2; with degree
in management, 4, 34; with degree in
music, 38; effect of education on salary,
28; entry patterns for, 17; evaluated
workshops highly, 50; experience in
field and budget size, 27; family
background of, 12, 27, 39; jobs of
leavers of field, 21, 39; managerial vs.
social orientation, 74; new cohorts un-
prepared in management, 44; organiza-
tional budget, 3, 28, 59; and organize-
tion size, 33; preference for excellence
over access, 76-77; professional ac-
tivities of, 54, 59; recruitment into
field, 2; rejection of coordination in
planning and programming, 74; salary
of, 3, 25-26, 28; and selective college
attendance effect or: budget, 27; tenurr
and salary, 28 training of, 5; variation
between men and women’s s.. “sfaction,
32; women as, 12, 15, 17
Organization, mission and strategy, 75-76;
attitudes t¢ vard, 69-81; size of, 23, 26
Organizational budget, and salary, 3, 4, 28
Ouireach, 70, 78

INDEX

P

Parents’ education, 79

Performing arts directors. See Theater
directors

Periodical reading, 54, 55-56

Personnel management, training for, 49

Ph.D. versus curatorial service back-
grouad, 2°

Plarning, ranges of ways to learn, 49-50

Powell, Walter, xii

Preventing unqualified pecople from
holding jobs, 61

Private secondary school attendance, 4,
27, 28, 79

Profession, definition of, 7

Professional activism, 53-55, 58; scale,
68 .5

Professional associations, membership in,
53, 59

Professional disinterestedness and
altruism, 60

Professional participation, and profes-
sionalism, 52-68

‘‘Professional project,’’ 52

Piofessional workshops, 45

Professionalism, definition of, 6-7, 52-53,
67 f.1

Pubiic relations, range of ways to learn,
49, 50, 61

R

Racial and ethnic representativeness of
boards, 70

Recruitment and reward, 1-5, 11

Resident theaters. See Theater administra-
tors

Revenue sources, from business rather
than government, 75

Rewards and expectations, 11, 25-40

Romo, Frank P., xiii

Rutenberg, Naomi, xiii

S

Salaries, and budget size, 25, 27 23; retain

98 87




MANAGERS OF THE ARTS

directors with, 4; versus intrinsic
satisfactions in smaller organizations,
31, 33; and years of experience, 28

Salary by Field, Table 2-1, 26

Sandor, Eila, xii

Self-Evaluation of Preparedness at the
Time of First Managership, by
Management Function, Table 3-1, 43

Seminars, 45

Senior administrators, attitudes toward
policy and management issues, xi xii;
and aesthetics, 76; backgrounds of, xi;
career experiences of, xi; evaluation of
their preparation for position, xi; and
national conference attendance, 57;
satisfaction of, 32; and size of organiza-
tional budget, 4;

Service organizations, functions of, 54, 61,
63, 67

Service Organization Functions Con-
sidered ‘‘Very Important,”’ by Field,
Table 4-2, 64

Shaffer, John, xii

Simon, John G., xii

Smith, Mitchell, xii

Social background, of managers, 2, 12, 22

State and local activities, for more recent
cohorts, 57

State arts agencies (SAA) and discipline
panels, 55, 58, 59; sponsor of technical
assistance program, viii;

Stenberg, Kristen, xiii

Survey, methodology and design, ix-xi

Symphony, 56

T

Technoiogical-assistance programs, run by
consulting firms, 41

Theater administrators, acting experier.ce
of, 2, 3, 20; administrative experience
of, 3, 65, 76; aesthetics vs. manage-
ment, 72; and age of women as, 13; at-
trition of, 36, 37, 38-39; and budget
size, 27-28; and contacts with board
members, 31; and contacts with donors,
29; and contacts with government agen-

88

cies, 31, 43; educational attainment of,
2; entry patterns for, 1, 16-17; and
family background, 28; knowiedge of
dramatic literature, 65; and manage-
ment training, 47; and managerial
orientation, 80; members of League of
Resident Theaters, 54; and organization
budget size and satisfaction, 33; person-
nel of, ix, 26, 43; prior artistic ex-
perience, 21; variation between men
and women’s satisfaction, 31-32;
wom n and budget size, 15, 27, 38-39;
yourgest cohort versus oldest, 5, 37, 38

Theatre Communications Group meetizigs,
55

Theatre, 56

Theatre Journal, 56

Theatre Profiles, ix, x, 4

Three Most Important Characteristics of
Board Members, by Field, Table 5-1,
71

Top executive, selection of, 60

Training, 5-6, 41-51, 6C

U

University arts administration courses,
5-6, 45

University general management courses,
45

University-level teaching, and youngest
cohort, 22

Use of Five Learning Methods by Func-
tion, by Field, Table 3-2, 46

\

Variety, 56
Volunteers. 60, 65

w

Watts, Caroline, xii

Wealthy institutions, directors of, 14
Weiss, Janet, xii

Weist, Gretchen, xii

33




S

INDEX

Women, as administrative assistants, 17;
as administrators, 2; attrition of, 4, 15,
36, 39; college majors of, 13; as direc-
tors, 4, 12-13, 22; earnings of, 4,
26-217, 29; education of, 13; equal op-
portunities for, 5; as interns, 17;
unlikelihood of moving to a larger
organization, 36

Work satisfaction, 29-33

Workshop, as source of information, viii,
41, 47, 49

Y

Yale University Program on Non-Profit
Organizations, xii

Younger managers, and state and local in-

volvement, 59

100 89




PauL DIMAGGIO is executive director of the Yale Program
on Non-Profit Organizations and also associate professor in the
Department of Sociology, in the School of Organization and
Management, and in the Institution for Social and Policy Studies
at Yale University. He has written widely about arts organiza-
ticn and cultural policy and is editor of Nonprofit Enterprise in
the Arts: Studies in Mission and Constraint. He is currently writing
a book on the social organization of the arts in the United States
from the Civil War to the present.

101




Managers of the Arts

Who are they? Where do they come from?
How knowledgeable are they about the arts they manage ?
What do they think about their responsibilitizs,
their training, and their futures?
Why are some satisfied with their jobs and some are not?
How well do their salaries and benefits compare
with those of administrators in other fields?
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