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Cultural Entrepreneurship  
as an Academic Discipline and 
Professional Practice  
Embracing New Theories, exploring  
New Pedagogies and Fostering  
New Skills 

		  Introduction: The Rise of the Creative Economy
For well over a decade now, regional, national and international reports have carefully 
documented the rise of the creative economy, particularly in the Western Hemisphere 
(Bakhshi, Freeman, & Higgs, 2013; Dos Santos-Duisenberg, 2009; Harris, Collins, 
& Cheek, 2013; Reis et al., 2008; Restrepo & Marquez, 2013). As the most current 
UNCTAD Creative Economy Report (2013) points out, culture is now ‘a driver 
[emphasis in the original document] of economic development, led by the growth of  
the creative economy in general and the cultural and creative industries in particular,  
recognized not only for their economic value but also increasingly for their role in pro-
ducing new creative ideas or technologies, and their non-monetized social benefits’ 
(Programme, 2013). As a consequence scholars and policy makers alike have paid 
close attention to scalable, specific strategies and policy instruments that boost 
both public and private investment in cultural activities and creative occupations, 
specifically in urban areas (Connell, 2013; Florida, 2010; Hagoort, 2003; Haselbach, 
Gerecht, & Hempel, 2010; Henry & de Bruin, 2011; Howkins, 2002; Kooyman, 2011; 
Kunzmann, 1995; Oakley, 2004; Reis et al., 2008). Creative place making, or the pur-
poseful selection, clustering and use of creative activities to stimulate economic and 
social development in strategically urban areas, has become an important tool to boost 
the cultural vibrancy of cities (Markussen & Gadwa, 2010; Schramme, Kooyman & 
Hagoort, 2014). 

Parallel to this extensive interest in the creative economy and its growth trajectory and 
potential, and ever since the publication of Richard Floridas’ seminal work on what he 
referred to as ‘the creative class’ (Florida, 2002) countless scholars have not only sought 
to define, delineate and measure the impact of cultural and creative industries on 
national economies and global trade, but have tried to define what creative activities 
are, what occupations should be considered as part of the creative economy, and what 
people do to self-identify as ‘creative’  (Bakhshi et al., 2013; Howkins, 2002; Oakley, 2004; 
Reis et al., 2008). To this date, there is no concise definition and delineation of the 
creative economy, and taxonomies that seek to group occupations into ‘creative’ versus 
‘non-creative’, differ not only from country to country, but often from region to region 
within countries – and are inherently difficult to construct (Harris et al., 2013). Thus, what 
we are left with is an increasing body of data, analysis and policy documentation that 
has documented the economic impact of a variety of creative activities worldwide, 
yet we are missing a common ground to define and delineate these activities. Given 
the different ways in which nations collect and classify economic data, this is perhaps 
not surprising, and may never allow for an exact analysis of global comparative 
patterns in the creative sector. 

Olaf Kuhlke
Annick Schramme

Rene Kooyman
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Yet, what this work has in common is that is has begun to map a shift in our post- 
industrial service industry-based economy (Florida, 2012). Knowledge-based, highly- 
skilled creative workforce is rapidly growing, both in specific countries and globally 
(Calabrò & Wijngaarde, 2013; Restrepo & Marquez, 2013). As statistics in most 
reports have shown, this global trend continued even through recent global recession 
and financial crisis of 2008 and 2009 (Duisenberg, 2008, 2010). In the United States,  
a similar trend has now been documented, and a systematic framework for categorizing  
the creative economy has been developed (Harris et al., 2013). Global drivers of this 
growth are small and medium sized enterprises (SMEs) and even ‘nano’ enterprises, 
which points to the increasing significance of entrepreneurship and start-ups in 
driving the growth of the creative economy (Connell, 2013; Hayter & Pierce, 2011; 
Kooyman, 2011). Simultaneously, in a lot of European countries, we observe a contin-
uous decrease of public funding of arts and culture, forcing art museums, theatres and 
a variety of other public cultural institutions to be more entrepreneurial in looking for 
other financial resources like private funding and donations (Cronshaw & Tullin, 2012; 
Klamer, 1996). This has also been true for decades in the United States as well, where 
public, not-for-profit, or donor-based institution that might received little or no public 
funding, have been looking for ways to increase revenue by exploring for-profit strategies 
(Brooks, 2001; Gómez-Peña, 2004; Himmelstein & Zaid, 1984). 

		  The Emergence of Cultural Entrepreneurship
As key observers and analysts of societal trends, and as innovators of that are tasked 
with preparing the next generation of the work force, universities, colleges and think 
tanks across the globe have increasingly sought to offer courses and programs to pre-
pare students for the creative economy of the future, and especially for careers as entre-
preneurs. Also on a political level there is a call for more entrepreneurial skills within 
arts education programs in order to make the CCIs more resilient, to let them grow 
and to make them more profitable. A strategic framework for European cooperation 
in education and training is in place until 2020. One of the four strategic objectives 
is ‘enhancing creativity and innovation, including entrepreneurship, at all levels of edu-
cation and training’. The specific aims of the Program Creative Europe are also clear: 
to help the cultural and creative sectors seize the opportunities of the digital age and 
globalisation; to enable the sectors to reach their economic potential, contributing to 
sustainable and inclusive growth, jobs, and social cohesion; and to give Europe’s 
culture and media sectors access to new international opportunities, markets, and 
audiences. At the political level governments in all continents are realizing that  
the cultural and creative sectors are fundamental for advancing prosperity, inclusive-
ness and sustainability. 

In addition, educational training for the creative industries has been developed by 
and proliferated within corporate environments, and such disruptive innovation has 
in turn impacted the way colleges and universities teach, and students learn about 
the creative economy. IDEO (stands for?), for example, has been a leader in working 
with academic institutions, such as Stanford University, in creating learning experiences 
directed at innovative design solutions, and their work has not only been developed 
in collaboration with universities, but has been implemented in corporate training 
worldwide, and in academic curricula (Kelley, 2007; Kelley & Kelley, 2013). 
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In consequence, what has gradually emerged over the past two decades is a focus on 
combining traditional instruction in the arts, art history, cultural studies and other 
humanities disciplines with business school and economics training. Business schools 
are now often offering entrepreneurship and management training with exercises fun-
damentally rooted and applied in the liberal arts (H. M. Neck & Greene, 2011;  
H. M. Neck, Greene, & Brush, 2014). In contrast to this, we have seen the emergence 
of new programs outside of business schools that address both economics and entre-
preneurship, and this movement originated in Europe, and later gradually arrived in 
the United States, where the integration of business and entrepreneurship skills into 
arts, humanities and social sciences programs is still very much in its infancy (in con-
trast to strong collaborations between the sciences and management programs). This 
allows arts students and students from the human sciences to get additional profes-
sional skills that make them more resilient in the corporate world.

In Europe, courses and full programs began to emerge in the late 1980s and early 
1990s, and have generally been offered under the subject of arts management and 
cultural economics, highlighting the need to inject a more business-driven approach to 
the organization and operation of artistic institutions, both large and small (Hagoort 
& Kooyman, 2009; Hagoort & Shawky, 1993; Klamer, 1996). Some of these programs 
directed at creative and cultural industries are housed in business and management 
schools, training students in specific areas of the creative economy, such as fashion, 
or music, but primarily providing an established business school education with an 
industry-specific focus on the new and emerging creative economy. In contrast, 
numerous alternative programs have been created that are cross-collegiate initiatives, 
or are even housed in fine arts or liberal arts colleges.

Some good practices of educational programs, which are used here as exemplary, 
but are by no means as an exhaustive representation of the diversity of programs. 
At the European continent we find Antwerp University (Belgium), which developed 
since the end of the nineties a successful graduate program in cultural management, 
with a special focus on cultural entrepreneurship since 2008. In 2013, the Antwerp 
Management School started a tailor-made master class ‘creative jumpers’, with a pro-
gram especially designed for creative entrepreneurs who want to make a ‘jump ahead’ 
in their careers and in the further development of their business. In the Netherlands 
the Erasmus University (Rotterdam) developed a program, not in cultural management 
but in cultural economics, and a graduate program in cultural economics and entrepre-
neurship, looking at regional, national and global trends in creative industries, and prepar-
ing analysts of this phenomenon for the future. Similarly broad, the Universität Passau 
in Germany, in its International Cultural and Business Studies (Kulturwirtschaft) 
degree, along with a variety of other German programs, is combining cultural 
and area studies with business and language curricula. In a more industry-oriented 
approach, Goldsmith’s College in London began offering a graduate program in cultural 
entrepreneurship, focusing on career pathways in computing, design, fashion, media 
and communications, music or theatre and performance. Even more specialized, 
Saimaa University of Applied Sciences in Finland offers a specialized Master’s degree 
in cultural entrepreneurship that is focused on jewellery production and marketing. 
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In the United States, in contrast, there are also selective programs training students for 
the creative and cultural industries, and many colleges only offer selective course work 
rather than certificates or degrees. For example, Wake Forest University began a con-
centration in Entrepreneurship in the Liberal Arts that now has morphed into a new 
minor entitled Entrepreneurship and Social Enterprise, broadly introducing liberal arts 
students to entrepreneurship. Queens College of the City University of New York offers 
a minor in Business and Liberal Arts (BALA). Since 2013, the University of Minnesota 
Duluth now also offers a full Bachelor of Arts program in Cultural Entrepreneurship. 
More oriented towards professional training, the Cooperstown Graduate Program in 
Museum Studies offers an Institute for Cultural Entrepreneurship, an annual boot 
camp for mid-career professionals, and several other institutions including Simon 
Fraser University, the University of British Columbia, Boston University, Carnegie 
Mellon University and Harvard University are offering individual courses on the subject.

At the centrepiece of these programs across the globe is the discussion of the creative  
economies, their characteristics and local peculiarities; and a desire to create 
post-secondary training for a future workforce that possesses both creative, cultural 
or artistic skills and considerable business acumen. A relatively recent development 
of business training for creative industries has been the gradual shift from an almost 
exclusive focus on management to the potential of entrepreneurship, or more precisely, 
cultural entrepreneurship. 

		  Cultural Entrepreneurship as a Leading Paradigm for 	
		  the Future of the Creative Industries
If you searched for the concept of cultural entrepreneurship in scholarly articles, 
archives, or in the popular media, you likely would have ended up with only a handful 
of references (Acheson, Maule, & Filleul, 1996; Paul DiMaggio, 1991; P. DiMaggio, 
Social, & Organizations, 1990; Hagoort & Shawky, 1993), as little as ten years ago. 
While economists have certainly studied the economic impact of art since the 1960s, 
and continue to do so with great interest (Andersson & Andersson; Baumol & Bowen, 
1966; Grampp, 1989; Kneafsey, Ilbery, & Jenkins, 2001; Peacock, Rizzo, & Brosio, 1994), 
the last decade has witnessed an explosion of interest in, and a multitude of defini-
tions of cultural entrepreneurship as an applied academic field or discipline, a ped-
agogical approach and/or practical training for the creative industries (Hagoort, 2007; 
Klamer, 2011; Louise, 2003; Lounsbury & Glynn, 2001; Nijboer, 2006; Rea, 2008; Scott, 
2012; Sorin & Sessions, 2015; Swedberg, 2006; Wilson & Stokes, 2002; Wry, Lounsbury, & 
Glynn, 2011; Zimmermann, Schulz, & Ernst). 

This book is a collection of essays and academic contributions that want to reflect on 
the education principles and programs in cultural entrepreneurship. Which knowledge, 
skills and attitudes are required to become a cultural entrepreneur? And how can we 
teach students with a different disciplinary background these entrepreneurial skills, 
which are characterized by risk-taking, dealing with uncertainty and unpredictability 
in a digitalized and globalized environment? Several articles seek also to address the 
shift within arts management programs from – and productive tension between – arts 
and cultural management skills to cultural entrepreneurship.  It moves the focus of 
creative industry education from the business operation and oversight to the ideation 
and start-up of cultural non-profit and for-profit businesses. Furthermore, this book 
seeks to set apart cultural entrepreneurship as an interdisciplinary teaching approach, 
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therefore separating it from the literature on teaching entrepreneurship that has been 
generated by traditional business scholars (who increasingly begin entrepreneur-
ship training with and culturally-grounded learning approaches and anthropological 
research techniques)(H. Neck, 2011; H. M. Neck & Greene, 2011; H. M. Neck et al., 2014).

With this volume, we provide a comprehensive global overview of scholarship that 
explores the theoretical roots, pedagogical approaches, and practical training in and 
for cultural entrepreneurship. This is, first and foremost, a teaching-focused book. 
Teaching cultural entrepreneurship gives a lot of opportunities to explore new teaching 
methods that are focused on a close cooperation with the working field, the use of 
digital tools, the development of intercultural competencies, the cross fertilization 
between different disciplines, the linking of theoretical insights with practical skills 
and to development a high degree of self reflection. We wanted to bring together a group 
of scholars from four different continents that illustrate the various theoretical con-
cepts that today inform the creation of new cultural and creative businesses, and we 
intended to show how entrepreneurship is taught across the globe, via experiments, 
simulations, case studies, and internships; in single courses, certificate programs, 
or entire undergraduate (Bachelor of Arts) as well as graduate (Masters and PhD) 
programs. The book provides also a comparative perspective on how cultural entre-
preneurship is taught in different parts all over the world. 

The title of our book ‘Creating Cultural Capital. Cultural entrepreneurship in Theory, 
Pedagogy and Practice’,  is intended as a call to develop entrepreneurial skills for 
the creative and cultural sectors, in order to contribute to economic development,  
but we also want to emphasize the cultural value of this sector for society. In addition 
to economic value, the creative sector also has tremendous social value, especially 
through the stimulation of various art forms and the preservation of cultural heritage. 

The added value that the creative industries represent is underestimated and under-
employed by other sectors. For professionals and emerging talent it is crucial that 
the necessary knowledge and skills be developed, to enable them to positively put a spot-
light on the under-recognised added value and unique identity of the creative industry.

For the purpose of this book, we draw from numerous definitions of cultural entre-
preneurship (Anheier & Isar, 2008; Hagoort, 2007; Klamer, 2011; Lounsbury &  
Glynn, 2001; Swedberg, 2006). We understand it as a body of theory and practices 
intended to create cultural change. Innovative thinkers and visionaries organize cultural, 
financial, social and human capital, to generate revenue from a cultural activity and/or 
creatively preserve the intrinsic value of cultural artifacts, practices and traditions. 
The ultimate outcome of such thinking and practice are economically sustainable cul-
tural enterprises that enhance livelihoods and create cultural value and wealth for both 
creative producers and consumers of cultural services and products.
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Creating Cultural Capital  
a Reading Guide

The discussions presented here are divided in five different chapters, covering an intro-
duction from the global perspective, theoretical approaches, the pedagogical dimension,  
an overview of significant cases, and the practicalities of teaching cultural entrepreneurship.

Part I The Global Perspective
In the first section we offer a glimpse at the present State of Affairs at the global level. 
Dennis Cheek starts by noting that Entrepreneurship appears in many guises around 
the globe. It is not limited to profit-maximizing entrepreneurship, yet covers both 
commercial and non-profit social entrepreneurship (including social enterprises and 
social businesses), and cultural entrepreneurship. He draws upon diverse bodies of 
relevant literature across several disciplines and forms of entrepreneurship research to 
draw some preliminary lessons for the further legitimization of cultural entrepreneur-
ship and the improvement of cultural entrepreneurship education. 

For centuries, as Jerry C Y Liu notes, Europe and its cultural modernity has long been 
a model for Asian countries to follow. However, there is a growing approval in East 
Asian countries to devise localized discourses. Different models of practice in arts 
management, cultural policy and cultural industries have emerged after the 1990s 
in the Far East. Different theoretical roots and approaches in curriculum design and 
competence building, as well as practical application of teaching and learning have 
been developed. A re-articulation of traditional cultural value and meaning, combined 
with modern institutional efficiency, entrepreneurial innovation and creativity in cultural 
management and administration is presented.

Marcin Poprawski discusses the recent developments in Central Europe. After 25 years 
of dynamic change initiated by the fall of communist regimes, a very multi-dimen-
sional, experimental cultural entrepreneurship playground surfaces. Entrepreneurial 
styles, competencies, values, theories and practices, are vastly reoriented in this part 
of the world. The article will try to answer essential research questions like: what is 
the impact of teaching cultural management and entrepreneurship skills on practice 
of cultural organizations? Who are and where can we find mentors and career models 
for the next generation cultural entrepreneurs; individuals ready to risk, fail and pro-
fessionally be reborn in the creative sector. And how should we stimulate trans-genera-
tional transmission of values and sense-making in the cultural sector in Central Europe?

Part II Different Theoretical
Approaches

The second chapter offers the theoretical perspectives that lay underneath the actual 
developments. Walter van Andel an Annick Schramme offer an exploration into 
the specific entrepreneurial behaviours that creative entrepreneurs typically follow. 
They discuss the practical application of such knowledge in the field of education 
and guidance. One of the key assumptions commonly used in published research on 
entrepreneurship in general is that it is the task of the entrepreneur to discover and 
exploit opportunities, which is coined in literature the ‘causation logic’. However, not 
all entrepreneurs follow this logic in reality. On the contrary. They identify the 
‘effectuation logic’, that does not assume that opportunities await to be discovered, but 
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that opportunities arise when they are created by an entrepreneur and its partners.  
They indicate that the latter logic has a natural fit with the standard manner of working 
in the creative industries.

Entrepreneurship education at the undergraduate level is most often situated in business 
schools. Frequently their pedagogy involves case methodology and a capstone course 
in entrepreneurship towards the end of the curriculum. Aparna Katre states that there 
is little emphasis on the development of skills to deal with the wicked nature of 
societal problems. She contends that such education develops the hard business skills 
and the soft skills necessary to create sustained social, cultural and environmental 
values. She explores how entrepreneurship education, with rigorous course work in 
humanities disciplines and which embeds design thinking, prepares individuals for 
social innovation.

Arts and cultural management programs have typically focused on the management 
of organizations. Arts and cultural entrepreneurship adds a new dimension. It needs 
an emphasis on the freelance, self-employed, and micro-level landscape that has not 
heretofore been a priority. The local level is an especially important context for arts and 
cultural entrepreneurs. Margaret Jane Wyszomirski and Shoshanah Goldberg-Miller 
have become increasingly aware of the size and significance of this aspect of the cre-
ative economy. In arts and culture enterprises, some follow a growth path and grow 
from a micro-enterprise, into an emerging organization, and eventually become an 
established arts or cultural organization. Others aim to stay small and either work in 
collective or cooperative small groups while defining success as the ability to balance 
artistic creativity with economic sustainability. From this viewpoint, being more busi-
ness-like is the Promethean Fire - the utility that will solve all problems. But the embers of 
business-like practice cannot be fanned into arts and cultural entrepreneurship flames, 
unless they are adapted to creative entrepreneurship.

Manuel Montoya criticizes the current state of debate regarding the global creative 
and cultural enterprise (CCE). He places the concept of poetics as an essential com-
ponent of CCE. Poetics can be broadly defined as qualities or features that emphasize 
beauty, imagination, or elevated thoughts; ‘words when words are insufficient.’  We have 
to mobilize the need for social innovation, while also attending to the artistic and 
cultural forces endemic to economic identity.  Why does CCE distinguish itself from 
social entrepreneurship?  How will educators preserve higher order concepts that can 
apply broadly to the practitioners, students, and policy makers, as these terms become 
subject to disciplinary boundaries? He outlines a set of basic learning outcomes that 
can be utilized in both traditional academic teaching and community outreach, using 
poetics as a core concept in the study and practice of cultural and creative enterprise.

In business schools, research and pedagogy in entrepreneurship focus on new venture 
creation and management. Developing individuals to think like an entrepreneur and 
adopt an ‘entrepreneurial identity’ enables them to more effectively build and grow 

businesses and enjoy financial success. Erin Bass, Ivana Milosevic, and Dale Eesley 
state that the assumption that all entrepreneurs desire financial success, may not hold 
across non-business entrepreneurs. Often, the ‘artist identity’ stands in stark contrast 
to the ‘entrepreneurial identity’. Artists create to satisfy an artistic need, rather than a mar-
ket opportunity. Given the continuing decay of artistic endeavours, due to the lack of 



12 CREATING CULTURAL CAPITAL

Olaf Kuhlke, Annick Schramme, Rene Kooyman
IN

T
R

O
D

U
C

T
IO

N

financial support, we ask: can these identities be reconciled so that the artist can be 
a successful entrepreneur? They turn to identity theory, for insight into the differences 
in identities of entrepreneurs and artists.

Rene Kooyman and Ruben Jacobs offer a plea for a radicle re-thinking of art man-
agement education. For the past decade the sector of Cultural and Creative Industries 
(CCIs) has gained a growing interest, both within the political arena and amongst 
policy developers. Within the sector, however, we can identify two different posi-
tions. On the one hand find Art Managers, holding managerial responsibilities within 
cultural and art organizations. And there is a more frequently found second profile: 
the Cultural and Creative Entrepreneur. The largest part of the Cultural and Creative 
Industries consists of very small, independent entrepreneurial initiatives. This Cultural 
Ant works within a continuous, fast changing environment, characterized by uncer-
tainty. They challenge the educational dilemma’s, facing the support of these small-
scale entrepreneurs. They offer five fundamental dilemmas that we have to address.

Part III Pedagogy
When discussing the educational dimension, we cannot avoid reflecting upon the different 
Pedagogical Approaches. 

Richard Strasser starts off with the music industry. Creating value in music education 
has become of paramount interest to faculty, students and employers. As questions about 
the validity of higher education continue, especially in relation to the creative industries, 
institutions are struggling to meet stakeholders’ expectations. Strasser examines 
the creation of an innovative graduate music industry program, designed to address 
the needs of three major stakeholders. He proposes three guiding principles, in order 
to meet academic, student and business needs.

During the last decades, public and private universities in Europe have started to 
design and offer undergraduate and master’s degrees, as well as specialized courses, 
workshops and seminars. According to Irene Popoli these initiatives focus on cultural 
management and entrepreneurship, with the explicit purpose of forming a class of 
knowledgeable, skilled professionals to operate specifically within the cultural industry. 
What appears to be still missing from the existing academic training is the preparation 
of cultural managers with specific social skills necessary in the digital age. The pro-
fessional ability to guarantee administrative efficiency, cultural excellence, and social 
impact equally, is crucial for the fulfilment of political expectations; and this cannot be 
achieved today without a full set of digital and social media skills.

Majda Tafra, Ana Skledar, and Ines Jemrić offer us a glimpse of the discussions in 
Central Europe; Croatia. They analyse the Impact of Blended Learning on Students’ 
Skills and Competencies. Blended learning is broad by definition, but always includes 
a combination of face-to-face and online activities. The digital transformation usually 
takes time because the innovation lies not only in the technology to be used, but also in 
the methods of instruction. Teachers need to be learning alongside their students and 
students. Though often being digital natives; they need additional training as well. 
The desired outcome would be a flex model of blended learning which includes face-
to-face lectures complemented by online activities.
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Bruno Verbergt and Laila De Bruyne confront two different positions; the arts manager 
and the cultural entrepreneur. Both positions hold consequences for management 
education in the fields of arts and culture. A comparative study gives an insight into 
the distinctive qualities of an arts management master program compared to a general 
management program, and how such a degree can meet the labour market needs of 
the arts and culture industries. A simultaneous look at general management and 
the arts is essential to the success of an arts management education program. Arts manag-
ers and cultural entrepreneurs need to be acquainted with both banks of the river, as well as 
with the techniques needed to build solid, beautiful and ‘challenging’ bridges.

The need for entrepreneurial skills development has become a significant issue for 
both cultural policy makers and the educational community. Yet, while artists and 
entrepreneurs have long been compared, the distance between them often seems abysmal. 
Valérie Ballereau, Christine Sinapi, Olivier Toutain, and Edwin Juno-Delgado study 
the perception of entrepreneurial self-efficacy among students in the cultural and cre-
ative industry. They offer a plea on entrepreneurial educational experiences, built on 
the hybridization of the artistic and entrepreneurial worlds.

What is it that we talk about, when we talk about entrepreneurship? Melanie Levick-Parkin 
explores the attitudes to creative entrepreneurship of students and staff engaged in cre-
ative education on a graphic design programme at a university in the UK. In line with 
the UK governments’ drive of the employability agenda, many creative and design pro-
grammes now include elements or modules explicitly focusing on entrepreneurship 
or enterprise. Art and Design has well established and successful pedagogic methods 
and strategies for encouraging creative behaviour. Creative disciplines also have their 
own specific value systems that motivate them to engage in entrepreneurship. Can we 
identify links between art and design pedagogy, and general advice on teaching of 
entrepreneurial behaviour?

Oluwayemisi Adebola Oyekunle explores entrepreneurial education in the creative 
industries in South Africa. Traditional entrepreneurship training is concerned with 
providing knowledge, yet he signals a lack of understanding and research about 
the processes of creative entrepreneurship. He offers an attempt to gain a clearer 
understanding of creative entrepreneurship as a whole, and skill developments needed 
to successfully overcome the over-supply of university graduates in a very difficult 
employment market.  He questions the relevance and effectiveness of entrepreneur-
ship education, and inadequacy with the development in entrepreneurial activities. 
He proposes a six phase conceptual framework of entrepreneurial training to help creative 
discipline students develop a vision for a business.

Brea M. Heidelberg finishes the chapter by discussing Transition Courses in the Arts 
Management Curriculum. She concentrates on the position of a recent graduate, trying 
to navigate in the job market. While the global economy, and the United States economy 
in particular, is on the rebound the competition is stiff. Job seekers who complete 
an undergraduate degree spend a considerable amount of time and money building 
their skill sets and resumes. But are academic programs truly preparing students for 
a successful job search upon graduation? Are we equipping students with a strong 
foundation upon which they can build their careers? She offers us to join her concern 
that students lack the professional writing and technical skills required to successfully 
enter a competitive job market.
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PART IV Cases
We tend to treat the Cultural and Creative Economy as one, coherent sector. However, 
in reality it is a multi-layered concept, covering very different practices (Hagoort & 
Kooyman (Ed), 2010). A number of these practices are problematized in this chapter.

Ira Levine and Jeremy Shtern discuss the curriculum design, theoretical roots and 
pedagogical approaches in Toronto. They present a reflexive case study, which discusses 
the theory and methodology behind the intellectual and pedagogical structure of  
the Ryerson School of Creative Industries. Ryerson’s mix of academic programs traverses  
the gamut of the Creative Industries. From publishing and digital journalism to TV 
production, fashion and interior design, dance and film, the University’s diverse 
media, design and artistic units are represented in the B.A. in Creative Industries. 
Challenges, both theoretical and practical, implicated in the development of an inno- 
vative academic program.

Paola Dubini describes how cultural entrepreneurship is taught at the Bocconi 
University in Milan, as the result of the development of educational and research activ-
ities in the field of arts management and cultural policy. The evolution of the schools’ 
positioning in these domains is described, by highlighting the history, philosophy and 
unique characteristics of the first program launched. In addition, the process of legit-
imization of the leading business school in Italy among practitioners in the arts is 
treated. It offers two principle activities; Liberal Arts for managers, and the creation of 
Managers for the arts.

A new approach to teach and learn cultural entrepreneurship at the Erasmus University 
in Rotterdam is treated by Marilena Vecco. Entrepreneurship has become a strong 
field of interest in the educational area. The subject is taught in several education sectors, 
ranging from business entrepreneurship to social entrepreneurship. Among them also 
cultural entrepreneurship is increasingly gaining popularity as university degrees all 
around the world. Why and how can we improve the traditionally taught entrepre-
neurship? Marilena Vecco discusses three years of observation and experiences, focusing 
on the innovative approach adopted in comparison to more traditional ways of teaching 
and learning entrepreneurship.

Jeannette Guillemin and Wendy Swart Grossman discuss the creation of a Cultural 
Entrepreneurship course, firmly rooted in real world experiences and taught in Boston 
University’s graduate Arts Administration program. The article outlines four core 
components: Self-Reflection, Assessment, Spotlight and Action, and provides examples 
of interactive activities and case studies. 

In addition, Dany Jacobs and Tamara Rookus offer us an insight at the experiences 
with a practice-oriented minor at ArtEZ institute of the Arts in the Netherlands. 
They present hands-on experience within minor on creative entrepreneurship during 
the last four years. Students learn what entrepreneurship means within the field of the arts 
(including applied arts such as product and graphic design) by following an artist they 
admire, and in doing this trying to understand what their business model looks like. 
They explain the concepts behind the curriculum development, the structure of 
the program, and offer a first reflection regarding the results.
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In the neighboring country, Germany, the Masters course Strategies for European 
Cultural Heritage is an innovative extra-occupational program of study offered by 
the European University Viadrina in Frankfurt. It is a course addressed to conser-
vators and other professionals who wish to become more successful on the cultural 
heritage market. Paul Zalewski and Izabella Parowicz discuss the curriculum design 
of the course, with special emphasis on how a targeted approach can help turn profes-
sional conservators into cultural entrepreneurs.

Ana Maria de Mattos Guimarães and Cristiane Schnack presents an ongoing experience 
at Unisinos, a traditional 30.000-student University in Brazil, with the implementation of 
its School of Creative Industries. The School is structured around communication, design 
and languages. Education is based on four aspects: centrality of Culture, Creativity, 
Innovation, and Entrepreneurship. The implementation of the School has brought 
a call to its 13 undergraduate courses for changing the existing curricula.

PART V The Practice
All theoretical and pedagogical arguments aside, it is the reality that counts. Chapter 
five offers an overview of a number of practical cases. The examples presented here are 
offering an overview of ‘how things are done’. This last chapter offers a most concrete 
description of practical experiences. 

Robert Davis, Julia Calver, and Steven Parker start off by disrupting disciplines in 
order to meet the challenge of an industry-ready agenda for the freelance creative 
practitioner. They argue that for higher education, to actively promote and prepare 
students to undertake a freelance career, a more innovative approach than the existing 
rhetoric around employability and entrepreneurship may be required.

Rosa Perez Monclus, Roberta Comunian and Nick Wilson reflect on extra-curricular 
opportunities, that creative graduates voluntarily engage with, when studying cultural 
entrepreneurship and enhancing their profile. It highlights the role of universities in 
creating platforms for graduates to avail themselves of such learning beyond their  
specific degree. In particular, they present a university-wide project-based competition, 
established by the Kings’ Cultural Institute at Kings’ College London; the Kings’ College 
Challenge (KCC).

Additional experiences are based on new teaching and learning approaches to cultural 
entrepreneurship for heritage conservation training programs in Brazil. Karla Penna, 
Jorge Tinoco and Elisabeth Taylor investigate training programs established at world 
heritage sites in Latin America, with a particular focus on a postgraduate program 
developed by the Centre for Advanced Studies in Integrated Conservation (CECI) in 
Brazil.

Stephen B. Preece is applying lean start-ups principles to Cultural Entrepreneurship. 
Despite roots in Silicon Valley (dominated by engineers and software developers), lean 
start-up principles have been successfully applied to multiple fields and disciplines, 
generating a methodology that can provide guidance to new ventures across sectors 
and industries, holding a promise for the field of arts entrepreneurship. However, 
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the unique challenges associated with new arts ventures arguably require special 
consideration in the application of lean start-up principles for them to be success-
fully applied.

Moving to Chile, Guillermo Olivares Concha describes the Creative Industries 
Node, an entrepreneurial support project funded by the National Agency for 
Entrepreneurship and Innovation (CORFO) in Chile and run by the Universidad San 
Sebastian Business School in the city of Valdivia. An intensive training program for 
professional cultural entrepreneurship has been developed, Innovuss; a community 
based training program, focussing on sectorial innovation for active creative entrepre-
neurs in the Southern region of Chile.

Elonahas Lubyte discusses the training in environment observation and assessment 
of artists-to-be in Lithuania. The article focusses on the possibilities of applying  
the method of PEST (political, economic, social, technological) macro-environ-
mental research, when training the skills of environment observation and assessment 
of artists-to-be.

When discussing the Cultural and Creative Industries we cannot surpass the crafts 
sector. Isaac Bongani Mahlangu discusses Product Development training, as a tool 
for empowerment in crafts in South Africa. The craft sector has been identified as one 
of the eight key priority sectors to grow the economy and create employment in South 
Africa. It is a sector dominated by women, and thus makes them visible producers in 
the value chain. The indigenous knowledge transfer and the general low cost of some 
raw materials, and the potential of entering into existing local markets are characteristics 
that have stimulated the identification of crafts production in the region.

Expanding the global vision
We started this book at the global level. We have noted that the Cultural and 
Creative Industries have become part of our every-day life; it is part of our evolving 
Creative Economy.

The Creative Economy has been playing a catalytic role by dealing with the interface 
among arts, culture, technology, social innovation and business. Edna dos Santos 
Duisenberg has been the initiator of the world-spanning Creative Economy Reports, 
published by the five core-institutions of the United Nations. Strategies focusing on 
the creative economy are being implemented as a pragmatic way to revitalize not only 
economic growth and the cultural and social life of cities, but also have been used as  
an attractive path offering new prospects for the youth, particularly in the post-crisis period.

The Creative Economy offers a development opportunity and a policy challenge. 
Edna dos Santos -Duisenberg iterates that Education has become a fundamental right. 
Knowledge and access to information and communication are at the core of human  
progress and well-being. The challenge is, however, to shape policies and build the capac-
ities needed to explore the wide range of opportunities the creative sector can offer. 
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The United Nations Institute for Training and Research (UNITAR) has the mission to 
deliver innovative training and conduct research on knowledge systems to increase 
the capacity of its beneficiaries to respond to global challenges. UNITAR, as the UN 
umbrella for research and training, designed its Creative Economy Initiative, proposing 
a series of capacity-building activities to the UN Member States. The objective is 
to develop a learning approach to enhance knowledge, build skills and develop 
capacities to harness the potential of the creative economy to promote inclusive 
socio-economic transformations.
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Legitimization Strategies 
across the Various Guises 
of Entrepreneurship
Implications for Cultural 
Entrepreneurship Educators

		  Abstract
Entrepreneurship appears in many guises around the globe, including but not limited 
to profit-maximizing entrepreneurship, commercial and non-profit social entrepreneur-
ship (including social enterprises and social businesses), and cultural entrepreneurship. 
More basic forms have existed in prior centuries and cultures, but without the engagement 
of large-scale research and institutions of higher education.

All forms of contemporary entrepreneurship have developed over several decades 
from fledgling efforts into large-scale social and cultural phenomena. All forms face 
the challenges of ongoing legitimization of their place and importance within societies in 
three specific arenas: political challenges, academic challenges, and market challenges. 
This article draws upon diverse bodies of relevant literature across several disciplines 
and forms of entrepreneurship research to draw some preliminary lessons for the 
further legitimization of cultural entrepreneurship and the improvement of cultural 
entrepreneurship education. 

		  Legitimacy 
Legitimacy is a sine qua non attribution desired by cultural entrepreneurship organizations, 
academic institutions and their subunits (research centres, schools, and departments),  
the professoriate and (often) individual practitioners, students pursuing degrees and 
certificates at all levels, and alumni of these learning institutions. Exactly what consti-
tutes cultural entrepreneurship is very much in the eyes of the beholder. For the purposes 
of this article we will adopt the view expressed by Tom Aageson, founding and current 
Executive Director of the Global Centre for Cultural Entrepreneurship in Santa Fe, 
New Mexico that: 

	 ‘The cultural entrepreneur creates a vision for a cultural enter-
prise that bridges a market need with cultural traditions, cultural experiences and cultural 
innovation, enhancing the livelihoods of cultural creators and workers while at the same  
time enriching the consumer. The cultural entrepreneur holds the passion to muster 
the resources and the people to make the enterprise a sustainable reality.’ 
	 (Aageson, 2008: 98). 

Legitimacy has been defined as ‘a generalized perception or assumption that the actions 
of an entity are desirable, proper or appropriate within some socially constructed system 
of norms, values, beliefs, and definitions’ (Demil & Bensédrine, 2005: 58). Different 
forms of legitimacy have been recognized including regulative, normative, cultural, 
and historical (Coskuner-Balli, 2013: 205), all of which strongly invoke societal dimen-
sions and require the creation and maintenance of broad-based positive recognition of  

Dennis Cheek
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an entity and its effects within a wider milieu. The construct of legitimacy is undoubt-
edly itself undergoing further transformation in response to the waning appeal of 
traditional national, ideological, political, philosophical, cultural, and religious foun-
dations which formed the basis of early modernity and which have been challenged by 
global issues such as the recurrent financial crises, youth demonstrations, and massed 
societal revolts against political structures that have characterized the tumultuous first 
decade of the new millennium (Mascareño and Araujo, 2012). 

The processes by which legitimization is achieved has been the subject of considerable 
study across time, geographies, disciplines, and the types of institutions, groups, 
or individuals selected for scrutiny. It seems potentially instructive for cultural entre-
preneurs to consider a portion of this research literature that has specifically examined 
the process(es) of legitimization among a collection of contemporary and admittedly 
inchoate global movements over the past several decades that fall under the general 
umbrella of ‘entrepreneurship.’ Traditional conceptions of entrepreneurship have historically, 
for example, included: 1) high growth ventures, 2) innovative ventures, 3) recognition 
and exploitation of opportunities, and 4) creation of new organizations (Lundmark 
and Westelius, 2014: 587). In more recent years these traditional conceptions have 
been greatly expanded by emphasizing more of the social and cultural dimensions 
of entrepreneurial foci, actions, and activities with considerable disagreements and 
divergent assessments of progress across the various guises of entrepreneurship (e.g., 
Katz, 2008; Klein, Mahoney, McGahan, and Pitelis, 2010; Hervieux, Gedajlovic, and 
Turcotte, 2010). 

		  The Concept of Entrepreneurship 
The concept of entrepreneurship itself has been a venue for social innovation as it 
continues to be expanded, refined, redefined, and subjected to the widely perceived 
contradictory notions of demonstrating both social and economic value (Lisetchi 
and Brancu, 2014). Accompanying these various trends has been an increased desire 
and movement towards more valid and reliable methods of measuring the impact of 
these efforts in varied domains (e.g., Kroeger and Weber, 2014; Morris, Webb, Fu and 
Singhal, 2013). While the definitions, limitations, boundaries, meanings, purposes, 
players, and outcomes associated with these various guises of entrepreneurship remain 
contested, it is clear that all have their antecedents in the ancient world, even if never 
framed in the manner of contemporary discourse (e.g., Ilchman, Katz & Queen II, 1998; 
Constantelos, 1991; Landes, Mokyr, & Baumol, 2012). 

The universe of activities that fall under the general rubric of entrepreneurship are 
almost too numerous to mention. Research literature has focused for several decades 
on attempting to sort out, defend, and delineate these various concepts. It seems reasonable 
to move beyond these types of discussions and employ cluster concepts moving up to 
a higher level of abstraction in order to advance more productive discourse and hope-
fully bring better conceptual coherency to research, education, and teaching among 
the different types of entrepreneurship. Choi and Majumdar (2014) recently made  
such an argument for the cluster comprising ‘social entrepreneurship,’ arguing that 
this cluster includes the sub-concepts of social value creation, the social entrepreneur,  
the social entrepreneurship organization, market orientation, and social innovations.  
A different view on the various forms of social enterprise and their interrelationships 
can be found in Gawell (2014).
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For our purposes we will consider the chief manifestations of contemporary entrepre-
neurship to consist of the following three broad categories aggregated on the basis of 
their principal objective(s):

1.	 commercial, profit-maximizing enterprises (CPME), 
2.	 commercial or non-commercial activities focused principally on entrepreneurial 

ameliorative interventions and desired social outcomes (EISO), and 
3.	 commercial or non-commercial activities focused primarily on entrepreneurial 

enhancement of cultural resources within society (EECR). 
 
Each of these forms of entrepreneurship has associated with it loosely-coupled regional, 
national, and global systems of individual actors, funding sources, advocates, institutions, 
organizations, educational and training opportunities, conferences, political supporters, 
etc. Each category has nested within it many variations across geographies, cultures, 
disciplines, industries, institutions, legal structures, goals, and actions; often overlapping 
in lower-priority functions with one or both of the other three broad categories – an issue 
that will not detain us here. 

		  Legitimacy Mechanisms
There are both ‘push’ and ‘pull’ aspects to achieving and maintaining legitimacy. 
While legitimacy is ultimately attributed to an entity for its actions in the wider world 
by others outside of its direct sphere of influence, there are explicit and implicit 
socio-political actions that such entities take to precipitate such attribution(s). 
Lefebvre and Redien-Collot (2012) studied a new French business school created from 
the merger and conversion of several prior institutions that chose to focus exclusively 
on entrepreneurship and its quest for legitimacy as a business school over a six-year 
process from 2004 to 2010. Drawing upon prior work by a range of scholars of legitimacy, 
Lefebvre and Redien-Collot defined three distinct types of legitimacy that the school 
sought to achieve/receive over this period: 

1.	 academic (‘the level of conformity to social norms and values, and to the rules and 
regulations of authority institutions,’ p. 487), 

2.	 market (‘the level of conformity of pedagogical content and skill development to the needs 
of the market and firms,’ p. 487), and

3.	 political (‘the level of conformity to local development requirements in terms of 
start-ups and new jobs creation, growth and internationalization,’ p. 488). 

 
Five main phases were identified in the school’s quest for legitimacy, each lasting 12-18 
months in duration and focused on one specific form of legitimacy, with the other 
two types serving at that point as constraints that drove further innovations. The five 
phases were in order:

a.	 political – strategic repositioning of the former historic entities into a new 
business school that would focus on entrepreneurship,

b.	 academic - creating the initial Master’s degree curriculum, 
c.	 market – focused on graduates’ employment success and on fund raising from 

market players, 
d.	 academic – improving teaching quality, launching interdisciplinary research, and 

achieving national and international accreditations, and 
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e.	 political – consolidating its legitimacy in this sphere through highly visible part-
nerships going well beyond academic institutions and launching innovative edu-
cational projects. 

 
It has been noted by other researchers that ‘need and legitimacy in the industry can 
precede academic legitimacy’ and that academic journals are generally more open to 
innovations and fundamentally new scholarship than universities, which by their very 
nature as institutions are more conservative (Coskuner-Balli, 2013: 206). 

This new business school and the broader field of CPME entrepreneurship education, 
has sought to meet various criteria typically associated with the attribution of aca-
demic legitimacy, e.g., 1) the discipline’s centrality, 2) the discipline’s maturity,  
3) the discipline’s expansion, 4) its institutional power, 5) theoretical and method-
ological distinctiveness, 6) research capabilities, and 7) perceived values. They noted 
that ‘building legitimacy in higher education is also about conveying a quality message 
relative to pedagogical contents and processes, pedagogical methods and teams, in an 
attempt to improve both the organization’s market position and its ability to have an 
impact on society, culture, and educational policies.’ (Lefebvre and Redien-Collot, 2012: 483). 

		  Twin Processes of Subversion and Resistance
Central to the advance of any form of entrepreneurship is the creation of the ‘new’, 
a process in entrepreneurship whose parallels to the world of the arts has not escaped 
researchers. Both entrepreneurs and artists are actively engaged in the twin processes 
of subversion and resistance in their search for novel ideas in the arts, business, and 
society – the latter either directly the target in the form of social and cultural enter-
prises or always an important corollary to any desired ‘successful’ venture. Creators of 
all stripes seek to change the status quo, often in radical ways. Yet success in any avenue 
of human creative or innovative activity requires that the new advance achieve recognition 
by society for its intrinsic value to a wider audience beyond the creator. The creator’s 
dilemma is to push the envelope within the broader community or society but not so 
much that the innovation (and often its creator) becomes an outcast from the wider 
society, within which acceptance and proper function is sought. All art, businesses, 
cultural enterprises, and social enterprises must find an audience beyond the one to 
ultimately embrace the many if they are to be deemed a success, and thus have conferred 
upon them by others a form of legitimacy. We need much more attention to ‘subversion 
and resistance as a promising but so far neglected avenue of research in entrepreneurial 
studies’ (Bureau and Zander, 2014).

The very process by which nascent entrepreneurs of varying types are accepted into the 
community of their peers; a group within which they must both ‘fit it’ and ‘stand out’, 
is another understudied aspect of both legitimization and entrepreneurship research 
across CPME, EISO, and EECR forms. Pierre Bourdieu’s concept of habitus as applied 
to the study of newcomers’ use of cultural and symbolic capital to attain legitimacy 
is but one example of a fruitful avenue to explore (De Clercq and Voronov, 2009; cf. 
Araujo, 2012). This very process of both fitting in and standing out serves as a useful 
constraint that drives innovation since unbridled resources and degrees of freedom 
rarely seems to result in breakthrough solutions; rather they emerge when constraints 
are real, needs are present, and resources are limited, or as De Clercq and Voronov 
(2009: 396) express it, ‘entrepreneurial action operates within a social reality that sets 
limits on the choice of action possibilities.’
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Beyond the individual level, it also appears that this insider-outsider tension adheres 
to the research exercise itself. A study of entrepreneurship articles published in leading 
management journals detected the highly permeable nature of entrepreneurship and 
its engagement and connection with the wider management literature and the literature 
of distinct subfields. However, that same engagement may have also hindered the further 
development of entrepreneurship theory the authors speculate as the desire to become 
an insider, overwhelmed the necessary outsider orientation that stimulates the cre-
ation of new theories and research questions (Busenitz, et al., 2003). This particular 
aspect of legitimization (theory-building stage as a discipline) may well be hindered 
by the very process within academia that is used to reward tenure, promotion, and merit 
pay as the ‘worth and relevance in turn depend on collegial and administrative appraisal 
of the legitimacy and value of the individual’s targeted field of study’ (Busenitz, et al., 
2003: 286). It is much more difficult to accurately discern and confer academic legit-
imacy if the young professor’s research veers too much off the well-worn academic 
research tracks laid down by others within the department, college, and the wider aca-
demic milieu of which they are a part. This speaks to the need for stronger institutional 
support for new forms of inquiry, new types of questions, and reinforces the critical 
role that foundations, government funding agencies, and external figures with critical 
social, reputational, and political capital can play in encouraging such behaviours.

		  Metaphors and Rhetorical Strategies	
Metaphorical and analogical thinking have both played and continue to play import-
ant roles in the legitimization of entrepreneurship. Academics have noted the many 
ways in which governments, funders, and famous entrepreneurs have presented entre-
preneurship (in all its varied guises) as an elixir that is fundamental to a healthy society 
and that if regularly administered in appropriate doses will cure many of the seem-
ingly persistent problems of modern society such as war, poverty, inequality, intolerance,  
and violence by revitalizing communities, guaranteeing economic success, and amelio-
rating problems at their source (Lundmark and Westelius, 2014; Perren and Jennings, 
2005). A more productive analogy than that of an elixir might be that of a mutagen 
which serves as a source of variation using a biological metaphor that may over time 
prove fecundate with new varieties of entrepreneurial activity that add value in the world 
(Lundmark and Westelius, 2014). 

The study of the types and uses of metaphors within EECR forms of entrepreneur-
ship as part of the research agenda should be approached within the larger frame-
work of research that takes up the role and power of rhetorical strategy as part of 
legitimization efforts. We earlier mentioned the creator’s dilemma of seeking to intro-
duce the new into the socially-normed and already legitimated ‘old’ (i.e., tradition  
or custom). Case studies of social entrepreneurs have delineated a complex set of 
meta-narratives within given communities that are somewhat unconsciously invoked 
within a framework that artfully portrays the innovator as a protagonist of these narra-
tives whose actions will ensure that the narrative is realized with an effective approach 
and associated positive outcomes. Those who challenge the innovator are portrayed in 
the role of antagonists that impede the realization of the meta-narrative by their continu-
ing reliance on the wrong approach with their ineffective outcomes (Ruebottom, 2013). 
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An important arena that should never be ignored is that of the political arena, especially 
as it exerts direct influence on cultural entrepreneurship activities and institutions in 
the form of laws, regulations, and the regulatory regime. The increased activity of 
governments at all levels in the ‘business’ of higher education has brought often reluctant 
academics into the halls of political power seeking to influence legislation, regulations, 
and funding schemes towards perceived favourable outcomes (or at least minimizing 
non-favourable ones). Institutional entrepreneurs can be effective players in these 
worlds by making use of both legitimization and pressure strategies. The former strategy 
consists of convincing or influencing other stakeholders to adopt your platform for 
change, seeing it as useful to the wider society and integral in some manner to one or 
more of their own objectives or beliefs. Pressure strategies consist of galvanizing wider 
communities with whom you have strong affinities to advocate on your behalf with 
policy makers bringing the debate into a much wider circle of influence and allowing 
partisans in concert with your goals and views to describe the many ways in which 
positive action taken by policy makers can benefit them as constituents (Demil and 
Bensédrine, 2005). 

		  Curricular, Pedagogical, and Research Concerns
There has been considerable discussion about the degree to which entrepreneurship 
education and research in entrepreneurship in CPME, EISO, and EECR forms (see 
above) is useful to policy makers, practitioners, students, and the wider society 
(combining aspects of both political and market legitimacies) (Zahra and Wright, 
2011). Commissions and committees of various kinds, chaired by eminent academics, 
continue to generate and deliver policy documents to political bodies only to watch 
many of their careful articulations dissolve in the cauldron of political debates. Debates 
also continue among practitioners and academics about whether fruitful practices, 
orientations, dispositions, and skills useful to entrepreneurs can be taught or acquired 
in academic settings (an aspect of market legitimacy). 

In thinking specifically about creative and cultural entrepreneurship, market legitimacy 
is seemingly enhanced by forming powerful and purposeful collaborations with a broad 
range of cultural entrepreneurship institutions and individuals outside of the academy 
in addition to the usual university to university partnerships, if the paucity of research 
literature on this point is accurate (e.g., Castro-Spila and Unceta,2014; Comunian and 
Gilmore, 2014; Lefebvre and Redien-Collot, 2012; Moerbeek, 2014). The debate about 
market relevance is not unique to cultural entrepreneurship but can be found in 
varying degrees of intensity across almost all fields of human endeavour where formal 
educational programs exist. One aspect of verifying relevance is to create a validated 
competency framework for graduates of programs that delineates skills, dispositions, 
and knowledge that are widely endorsed by potential employers of such graduates. 
Researchers have only recently produced the first defensible articulation of a competency- 
based approach to CPME entrepreneurship education along with associated assessment 
tools (Morris, Webb, Fu and Singhal, 2013), more than 65 years after the first CPME-
oriented entrepreneurship course was offered at a research university (Katz, 2003). 
Wisdom suggests that cultural entrepreneurship educators neither claim too much, nor 
claim too little about the impact of current approaches and endeavours. While some 
rudimentary attempts at specifying and measuring competencies for EECR forms of 
entrepreneurship exist, we cannot yet claim that these formulations are either widely 
held or sufficiently validated to ensure their widespread adoption and application.
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		  Criticism on entrepreneurial Research
There has been considerable criticism around much of the academic research  
produced to date regarding entrepreneurship, a body of literature that is global in scope,  
ever increasing in size, and broadly available like never before. Specific criticisms 
include: 1) the self-referencing behaviour of entrepreneurship education and entre-
preneurship education research, 2) its insularity in regards to serious engagement with 
other fields, 3) the narrowness of topical research driven largely by readily obtainable 
secondary databases, 4) the control that a few highly cited journals in any given field 
now exert on all research campuses - especially through the tenure and promotion process, 
5) the fact that ‘real entrepreneurs’ and the contexts within which they work are largely 
ignored by researchers, and 6) the continuing issues related to disciplinary boundaries, 
definitions, and concepts (Busenitz, et al., 2003; Cajaiba-Santana, 2014; Katz, 2003; 
Nicholls, 2010; Meyer, 2011). Some scholars have argued that more radical critique of 
all existing conceptions and research paradigms are required, if true progress is to be 
made and these fields are to be emancipated from larger power structures and stric-
tures (Dey and Steyaert, 2012). Others have articulated some specific directions for 
future research including: 1) better and fuller indicators of entrepreneurial activities, 
2) more micro-studies of entrepreneurs in action, 3) closer attention to the contex-
tual nature of entrepreneurial activity, 4) employment of a much wider set of methods, 
especially those from mixed-methods and qualitative methods, and 5) connecting 
research questions more to the concerns of policy makers (Zahra and Wright, 2011; 
Klein, Mahoney, McGahan, and Pitelis, 2010; Pilegaard, Moroz and Neergaard, 2010).

The rhetoric around entrepreneurship has frequently portrayed the entrepreneur  
or the ‘creative’ as a lone wolf, other-worldly hero who bravely faces the unknown, 
does the unthinkable, achieves the impossible, and is, in the best of all possible worlds, 
celebrated as a global cultural icon (Seitz, 2003; Nicholls, 2010). It can be argued that 
without a larger society and set of social and other associations, a ‘genius’ simply 
cannot exist; most fundamentally because such ‘genius’ has to be recognized by other 
human beings, not simply articulated and endorsed by the genius himself/herself. 
The work for which genius is recognized and the attribution attached is a result not 
only of the individual with their efforts and insights, which is surely important, but 
also by a combination of political forces, social forces and cultural forces or resources 
(Seitz, 2003: 386). 

Most entrepreneurial activity, however, is not the province of geniuses but rather more 
common folk. This fact only reinforces the importance of the provision of fecund environ-
ments where entrepreneurial dispositions are cultivated, aspirations are nourished, nascent 
positive experiences are guided, and fledgling serious explorations are encouraged. 

Informed observers, not surprisingly, have noted the critical role that institutions 
play in establishing appropriate conditions for entrepreneurial actions to occur, i.e., 
‘crescive entrepreneurship’ (Dorado and Ventresca, 2013). The importance of creating 
environments where reflective practitioners come into regular and intimate contact 
with students within the context of real-world problems and active problem solving 
is a critical ingredient to activating robust entrepreneurial behaviours on collegiate  
campuses (Castro-Spila and Unceta, 2014; Comunian and Gilmore, 2014; Kuhlke, 2014;  
Moerbeek, 2014). Academic institutions themselves, as part of their legitimization 
efforts, need to employ heuristic devices such as Hindle’s Bridge as a diagnostic tool 
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to ‘structurally measure a community’s ability to facilitate entrepreneurial outcomes’ 
(Pilegaard, Moroz, and Neergaard, 2010: 59) to better understand whether their 
pedagogical, programmatic, and support mechanisms are functioning as intended. 
Simultaneously data collected can help strengthen their case for the impact of their 
institutional value-add to their students and the wider society (market legitimacy). 
In a similar manner, cultural entrepreneurship programs would do well to ensure that 
students are globally competent as the more fluent and conversant they are with other 
languages and cultures, the more likely it becomes that they can be positively influenced 
by their growing acquaintance with divergent ideas and conceptions that can renew 
their own approach to existing cultural activities and recognizing or conceiving emergent 
possibilities (Kuhlke, 2014). 

Entrepreneurship in CPME, EISO, and EECR forms can learn much from one 
another’s efforts at achieving and maintaining legitimization within the wider society. 
Sometimes in their attempts to garner appropriate political, market, and academic 
legitimacies, proponents within one or more of these forms have sought to denigrate 
the work of practitioners and professors within the other forms. It is hoped that this 
article in some small measure might encourage more cross-border talk, lead to pre-
liminary collaborative work on some issues common to all three forms, and cultivate 
a wider understanding that the boundaries among these three major forms are indeed 
porous in the ‘real world’ that we all inhabit and seek to positively transform through 
our continued entrepreneurial and educational endeavours.
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		  Abstract
For centuries, Europe and its cultural modernity has long been a model for Asian 
countries to follow. However, sharing pressures for East Asian countries to devise 
localized discourses and models of practice in arts management, cultural policy and 
cultural industries have emerged after the 1990s. This article takes the Graduate School 
of Arts Management and Cultural Policy (AMCP) at the National Taiwan University 
of Arts (NTUA) as a case study, to argue for the ReOrient-approach of teaching and 
learning in arts management and cultural policy. By using the ReOrient as a method 
and rationale, this article sketches the theoretical roots and approaches in curriculum 
design and competence building, as well as practical application of teaching and learning. 
The ReOrient of cultural governance signifies a re-articulation of traditional cultural 
value and meaning with modern institutional efficiency, entrepreneurial innovation 
and creativity in cultural management and administration.

		  Introduction: Network Governance of Arts Management 	
		  and Cultural Policy
Arts management and cultural policy studies can no longer be considered as a sep-
arated field, and be insulated from political economy and the society in the global age. 
There has always been interconnectivity between culture, society and political economy. 
In respect of cultural politics, arts management and cultural policy involves cultural  
powers, institutions, regulations, the function of state cultural diplomacy and strategy, 
through which states and cities exercise their cultural soft power and assert their 
domestic cultural sovereignty, identity and international cultural influences (Nye, 2004; 
Chartrand, 1992; Liu, 2013a; Liu, 2013b; Hu, 2005). 

In the aspect of cultural economics, it concerns the booming global creative and  
cultural industries, a growing creative economy, and the innovative dimension of cross- 
national cultural entrepreneurship and organization culture (du Gay and Pryke, 2002; 
Cunningham, 2012 [2002]; Cunningham, Banks, and Potts, 2008; Garnham, 2012 [1987]; 
Hesmondhalgh and Pratt, 2005; Hesmondhalgh, 2007). And it involves controversial 
issues of the promotion of cultural diversity through a free cultural market (free move-
ment and consumption of cultural goods, services, and development of creative and 
cultural industries, with a strong support of the WTO) on the one hand, and that of 
safeguarding national cultural diversity (especially via the newly enforced provision of 
the UNESCO Cultural Convention, which allows national protection measures) on  
the other hand (Throsby, 2010; Voon, 2006; Singh, 2008). In cultural sociology, arts 
management and cultural policy involves debates between the homogenizing and 
diverging social traditions, cultural values, sentiments of aestheticism, the consolida-
tion of historical roots and local sense of belonging, the discourse and counter-discourse 
of social-cultural representation and resistance, formation of cultural public sphere, 
as well as the empowerment and disturbance of cultural participation (Habermas, 1989; 
Kymlicka, 1995; Stevenson, 2003; Mulcahy, 2006; Liu, 2011b). 

Jerry C Y Liu
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(International Cultural Trade)

ReOrient A Paradigm Shift of Teaching in Arts Management 
and Cultural Policy in Taiwan

Figure 1 The Interconnectivity of Culture and Political Economy

Starting with the explained framework of interconnectivity among culture, society and 
political economy, one spontaneously goes on to identify the stakeholders (or agents) 
in the network (or in P. Bourdieu (1984[1979]), a realist power-interest competing 
‘fi eld’) of arts-cultural governance. Such networked stakeholders and agents include:

1. government cultural apparatuses, organizations and public cultural institutions 
(museums, galleries etc.) at the international, national, regional and local levels; 

2. agents in cultural economics such as creative and cultural industries, business 
enterprise sponsors, private donors and art-cultural foundations; 

3. agents in civil society such as performance art groups, private (not-for-profi t) 
art-cultural institutions, galleries, social/cultural organizations and local communities, 
professional associations of arts-cultural practitioners and academic institutions; 

4. mass media and individuals and communities on the internet. 

Mapping the interconnected relations among the agents, one looks into the mutual 
understanding of position and mode of interaction; the rule and logic in the fi eld; 
the interpenetrating connectivity among offi  cial, non-offi  cial, thematic and general 
sub-networks; the fl ow and exchanges of persons, cultural goods, (social, economic 
and cultural) capital, service, ideas, and values; and importantly, the dominated power 
relations, or the cooperative, collaborative, dependent or competitive relations among 
agents in the art-cultural governance network (Rhodes, 1999a, 1999b; Liu, 2012, 2013). 
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Figure 2 The Network of Cultural Governance 

		  Methodological Framework: Cultural Glocalization 
		  and ReOrient as a Method of Teaching
Contemporary discourses and mechanical design of cultural governance, adminis-
tration and arts management (from that of centralised-decentralised-deconcentrated 
model in France; independent NEA of the US and one-arm length policy of DCMS-Arts 
Council in the UK; to that of multiculturalist model in Australia and Canada) are founded 
on specific historical conditions and cultural values of the West) (Owen-Vandersluis, 2003; 
Miller & Yúdice, 2002; Gattinger, Saint-Pierre & Gagnon, 2008). Yet, building on sim-
ilar colonized experiences and the successful stories of cultural industries in Europe 
after the 1950s, cultural management and policy in East Asia are very much influenced 
by European models. And in international cultural organizations (e.g. the UNESCO), 
agendas for the pursuit of universal cultural rights, intercultural dialogue, and cultural 
diversity have often been the overtone. 

However, there has been calls for critical reflections of European impacts on Asian 
minds. The Graduate School of Arts Management and Cultural Policy (AMCP) at 
the National Taiwan University of Arts (NTUA) is thinking of East Asia. In line with E. 
Said (1978), G. Frank (1998), K. Chen (2005), J. Liu (2011a, 2014) and B. Wong (1997), 
we argue for the ReOrient of arts management and cultural policy in Taiwan. We ask 
the question that is it possible for one to envision a localized or indigenous discourse 
of arts management and cultural policy teaching in Taiwan and East Asia. If so, what is 
its content and method? If so, have to start thinking of the method and methodology 
of teaching by taking into account of the Asian ideas and values such as benevolence, 
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virtuous rule, harmony, loyalty and reciprocity, and Oriental sentiments of aestheticism, 
rather than following the ‘universal values’ like free expression of culture, cultural 
democracy, cultural diversity, cultural citizenship and cultural rights. (Liu, 2011, 2014)

		  ReOrient as the Contents of Cultural Governance 
		  and Entrepreneurship 
In practice, the ReOrient stands for a re-articulation of traditional cultural value and 
meaning with modern institutional efficiency, innovation and creativity in cultural 
entrepreneurship in art-cultural administration. Taking cultural governance teaching 
as an instance, culture has been at the centre of traditional Chinese statecraft. Even in 
the 2010s, there are very clear influences of Confucian ethics and cultural values on the 
administration and management of traditional Chinese state bureaucracy. Morality 
and virtue was closely associated with the legitimacy of state (bureaucracy) activities. 
Such a self-restraining feature was/is reflected on Chinese/Taiwanese states’ idealis-
tic governing principle, which Confucius termed weizheng yide, ‘to rule by virtue’, or 
renzhi the ‘rule of benevolence’ (Liu, 2008, 2009, 2014; Yu, 1992; Jin and Liu, 2000). 
By reinterpreting the traditional Chinese concept and scholarship of jingshi (literarily 
‘managing the world’), our teaching explores how ‘Oriental’ it could possibly be in  
the sphere East Asian cultural policy discourses and practices. We also test the limits of 
such Oriental cultural logics against cultural consumerism in modern Taiwanese society.

In the understanding of cultural rights and citizenship, varied modes of cultural logics 
in the East and West are integrated into a four-faceted analytical framework: 

1.	 culture as the inherent value and meaning; 
2.	 culture as the external practice of behaving and institution; 
3.	 culture as the intersubjectivity of meaning and practice; and 
4.	 culture as the interconnectivity of everyday life and political economy.

Western concept of cultural rights of various attributes (rights of cultural identity, 
rights to free expression of arts, information, participate in cultural policy, cultural 
consumption, cultural representation and cultural development etc.) may be designated 
to the interconnected spectrum of the four analytical cultural facets. Yet the underlying 
philosophy for the intersubjectivity of meanings and interconnectivity of cultural life 
may well be grasped in Oriental interpretation of taiji and the mutual balancing yin 
and yang forces and the attainment of its cultural harmony (Liu, 2015). 

		  Rationale for Curriculum Design and 
		  Competence Building
The AMCP at NTUA was founded on the 1st August 2006. The School remains the only 
institution in Taiwan, which offers a doctoral program of arts management and cul-
tural policy studies. Annually, the School registers 5 PhD and 10 MA research students at 
an average acceptance rate of 20%-25%. The AMCP engages in serious basic research  
and teaching in collaboration with the governmental, non-governmental and not-for-
profit cultural institutions as well as cultural entrepreneurship, in the field of arts man-
agement and cultural policy studies.
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As the only doctoral research program of cultural policy studies in Taiwan, the AMCP 
recognizes that art and culture are import indicators which reflect social spirit and 
material dimension. However, the profundity of contemporary arts-cultural development 
depends on a visionary cultural policy and effective arts management. The former 
is based on the investigation of the trend of culture, authentication of theory and 
thought, analysis of policy and regulations; whilst the latter is rooted in the reflections 
of art and history, practical training of entrepreneurial marketing and management, 
stimulation of creativity and design. In order to match the tendency and needs of  
a free environment of art-cultural expression under the framework of the local and 
the global, AMCP formulates a program combining the theoretical and the practical. 
The program is designed to inspire research students to identify problems, comprehend 
cultural phenomena, start interpretation, utilize rational criticism, and finally provide 
profound insights through solid research as the foundation of thought and action. 

Arts management and cultural policy are the two axes of AMCP, and for core fields 
of MA and PhD programs respectively. The two programs are the two sides of a coin 
which helps research students obtain a more comprehensive prospect in the field of 
arts-cultural management and governance. The AMCP positions itself as a modern 
educational and research institute, emphasizing the power of action and critical 
subjectivity. It sets its goals to reflect upon Taiwanese/Chinese cultural traditions and  
values, and reformulate local cultural discourses in the wake of a globalizing modernity.  
As an acronym, AMCP also invokes its long-term objectives: traits of Aesthetics, Motivation,  
Creativity, and Prospects.

Differing from programs of cultural entrepreneurship (which mostly take the name 
of Creative and Cultural Industries in Taiwan) under the Business School or Design, 
AMCP under the Faculty of Humanities in the National Taiwan University of Arts is 
taking a critical and cultural/artistic approach, which emphasizes the ‘centrality of cul-
ture’ (Hall, 1997) in management and governance. Without losing its humanistic and 
ReOrient concerns, it seeks critical, yet compatible, strategies to incorporate the capitalist 
ethos or entrepreneurial spirit of profit-making, risk-taking and creativity in the newly 
emerging global cultural entrepreneurship. 

Figure 3 Four main fields and Course lists

A. THEORIES, methods 	 B. CULTural policies
and methodology	 And governance

1. 	 Research Methods and Methodology	 1.	 Cultural Policy: Theory and Practice
2. 	 Arts and Cultural Theories	 2.	 Critics of Cultural Policy
3. 	 Arts and Cultural Sociology	 3.	 Cultural Laws and Regulations
4.	 Independent Study	 4.	 European/Asian Cultural Policies
5.	 Seminars: Contemporary 

C. ARTS MANAGEMENT	 D. MUSEUMS AND CULTURAL 
	 RESOURCES

1.	 Seminars: Arts Management	 1.	 Arts and Cultural Economics
2.	 Arts Management: Theory and Practice	 2.	 Cultural Heritage Management
3.	 Design of Exhibition	 3.	 Creative and Cultural Industries
4.	 Operation of Arts Institutions	 4.	 Cultural Tourism
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Training mainly for prospective governmental cultural policy makers, administrators, 
as well as not-for-profit cultural sector managers, the program assigned a high artistic, 
cultural working ethic and professional prospect for art-cultural managers, governors, 
and even cultural entrepreneurs in Taiwan. State civil servants, who engage in the gov-
ernance of culture and discourse-making in cultural policy area, need to take into 
full account of an accommodating cultural milieu and a wider network of governance 
for various cultural agents. In accordance with our education rationale and long-term 
objectives, the School designs its curriculum to provide courses in four main fields. 

Six sets of core competences (Figure 4) are placed at the centre of the courses in order 
to foster the well-rounded research students in arts management and cultural policy. 
And the core competences and indicators (emphasizing the capabilities of research, 
specialized knowledge, humanism and critical thinking, communication, team works 
and leadership, sentiments in arts and aesthetics, and building up of local concerns 
with global visions) are incorporated in the course and teaching designs. These are also 
used in the assessment of study results.

Figure 4 Core Competences and Teaching Design of AMPC

 

A. Reserch Methodology 	 B. Application of 	 C. Theory, Discourse 
and Thesis Writing	 Specialised Knowledge in	 Forumations and Critical 
		  Arts Management and 	 Thinkings in Humanism
		  Cultural Policy

Competence Indicators	 Competence Indicators	 Competence Indicators
- 	 Abilities to collect, analyse and	 -	 Obtaining specialised 	 -	K nowledge of cultural, social and
	 interpret data		K  nowledge of Arts Management 		  arts theories
-	 Insights in identifying research 		  and Cultural Policy		  -	 Understanding cultural discourses
	 questions (Problematic)	 -	 Familialrising with the operations 		  in the East and West academic
-	 Capabilities in planning and 		  and mechanisms of cultural 		  traditions
	 designing research		  institutions		  -	 Understanding the essence and
-	 Abilities to apply theories and 	 -	 Legislation of arts and 		  spirits of Humanism
	 research methods to thesis 		  cultural laws		  -	 Capabilities of critical thinking 
-	 Capabilities of making	 -	 Grasping the tendencies and 		  and reflection
	 theoretical induction and 		  issues of international 
	 deduction		  cultural policies
-	 Understanding the philosophy 	 -	 Capabibilties in designing and 
	 and meta-theory behind 		  operatiing arts-cultural projects,
	 research methods		   programs and policy

D. Communication, 	 E. Compositions and 	 F. Local Concerns and 
Coordination, Team Works 	 Sentiments in Arts, 	 Global Visions
and Leadership in 	 Humanities and
Management	 Aesthetics

Competence Indicators	 Competence Indicators	 Competence Indicators
-	 Capabilities in making effective 	 -	 Taste and sentiments for 	 -		 Understaning the development of 
	 communication			  aesthetics, arts and culture			   arts and culture
-	 Positive attitudes in 	 -	 Abilities to appreciate, 	 -		K nowing issues of regional culture
	 cooperation and 			  understand and analyse	 -		 Visions and abilities for international
	 communication			  culture				    cultural exchanges
-	 Integrating an individual 	 -	K nowledge for arts 		 -		 Grasping the tendency of cultural
	 to organizations			  and culture				    globalization
-	 Playing an adequate role 
	 in the team
-	 Characters, confidence and 
	 skills to lead in arts and 
	 cultural institutions
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		  ReOrient: Arts Management and Cultural Policy 
		  Teaching in Practice
The AMPC not only combines the university museum, centres of performance and 
exhibition and various teaching resources, but also integrates liberal institutes and 
experts to develop various courses which focus on arts-cultural management, domestic 
and international cultural policy, regulations and analyses of global cultural phenomena.  
It explores the managing condition of art market, arts-cultural institutes, cultural 
enterprises and public sectors, and strengthen students’ critical mind with arts and 
cultural theories and contemporary issues of arts. Five specific of features can be iden-
tified in terms of teaching and learning:

1.	 Interdisciplinary Teaching and Joint Knowledge Production. Cultural policy 
and arts management is such a broad study area that it requires necessarily col-
laborative teaching and knowledge creation of experts from varied disciplines. 
These range from cultural anthropology, arts and cultural history, aesthetics, 
philosophy, cultural study, sociology, public policy, political economy, business 
management, entrepreneurships, legal study, area study, and international study. 
Interdisciplinary dialogues among teachers and students have fostered a critical 
and favourable learning environment for the School, but truth claiming across 
various disciplines has never been easy. Despite intensive interdisciplinary dialogues, 
knowledge creation and common grounds building among cultural studies, 
aesthetics, management, entrepreneurships, economics and policy process studies 
gain but limited progress. Apart from individual publishing efforts, collaborative 
research works among teaching staffs and research students only start to translate 
into localized practical knowledge in joint edited book forms during the past 5 years 
(see: Lai, 2011; Lioa, 2010; Liu, 2015; Liu, 2013).

2.	 Critical Debates and Integrated Approach of Theory and Practice. Training 
leaders in cultural policy and practitioners in arts management requires also a 
combined approach of theoretical and practical. Many teaching faculty in AMCP 
have worked in private, public and not-for-profit cultural institutions, and are 
experienced in exhibition curating with for instance Taipei Modern Museum 
of Fine Arts, National Palace Museum, Taiwan History Museum, galleries and 
art auction companies. Others have played a (consulting or planning) role in  
the process of state or city cultural policy making and implementation. Many have 
hosted applied research projects with governmental and non-governmental cul-
tural institutions, important projects include the drafting and consulting of state 
Cultural Basic Law, Museum Law, National Cultural White Paper; hosting state 
survey project of National Statistics of Cultural Participations and Consumption.
All the engagements in research projects and practical cultural affairs have been 
transformed into materials of the day-to-day based teaching, research, and aca-
demic reflection. 

3.	 Certificated Training Programs of Cultural Practitioners and Civil Servants. 
In collaboration with the Ministry of Culture, AMPC designs for a 20-credited- 
hour Certificated Training Program for Practitioners of Public Museums, and 
a Certificated Training Programs of Cultural Administration for civil servants 
who wish to convert their expertise to public cultural sectors. And in cooper-
ation with the Taiwan Association of Project Management, AMPC also orga-
nized a Certificate Program for Art Project Management. The graduate school 
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is supported by various subsidies and funding schemes from the Ministry of 
Education and was the first to create an Art Project Management Research and 
Development Centre, a Museum Management Research and Development Centre, 
and a Taiwan Research Centre of Cultural Policy at a university. The Research 
Centres are established in response to the interdependency between cultural pol-
icy, arts and museum management, in hope that under ever-changing waves of 
time, cultural institutions can further develop its knowledge in the field of cultural 
policy and management, in order to build a communicational platform for prac-
titioners in Taiwan and abroad to engage in dialogue, to exchange professional 
knowledge that leads to a better tomorrow.

4.	 Fostering Experiences of Practicality: Internship and Visits to Cultural 
Institutions and Enterprises. The University’s art museum and exhibition centre 
are precious teaching resources for the study of cultural management and cul-
tural policy. The Graduate School uses them as experimental bases. The AMCP 
also brings in experts from contracted strategic partners such as the National 
Palace Museum, Museums of Fine Arts, National History Museum, City Cultural 
Bureaus, Arts Foundations, cultural and creative parks, curating companies, 
designing companies, galleries and art auction Companies in Taiwan to receive 
and train our research students through practitioners’ work of daily routine and 
via specific art projects. Students are requested to do their internship during 
the summer or winter vacations. Every semester, excursions, on-site surveys 
and teachings for controversial cultural issues (from aboriginal groups’ minority 
rights, regeneration of local artist community, ethos of profit making in art market 
and creative park, to that of city cultural policy decision-making), as well as visits 
to cultural institutions are planned and led by teaching faculty in various courses 
to provide students with experiences of cultural practicality. 

5.	 Public Forums and Symposium for Positive Social Engagements. In order to 
promote academic exchanges in arts management and cultural policy, the School 
organizes annual national or international conferences on cultural governance. 
Themes for 2012-2015 International Symposiums on Cultural Trajectories are 
‘The Imagination and Manifestation on Cultural Governance’, ‘The Dynamics and 
Counter-Dynamics of Cultural Governance’, ‘Cultural Governance: Who Benefits’ 
(the 2014 symposium focuses particularly on the conflicting or compatible rela-
tions between art-culture and economy, and the entrepreneurial dimension in the 
private and public cultural sectors)1, ‘Cultural Governance: What’s Next?’. By 
these conferences, AMCP intends to bring together discussions and dialogues of 
cultural policy and cultural governance among different agents. In collaboration 
with major museums in Taiwan, the School also holds important conferences on 
Museum studies. Cultural institutions in Europe and America, with its develop-
ment spanning centuries, have now occupied an important role in cultural indus-
try around the world. In comparison, institutions in East Asian region, with its 
relatively short history and the strong influence of national policy under public 
management, took a different path in subjects such as management, administra-
tion efficiency and social resources. However, they start to gain significant growth 
in global scope and local touch learning from the experience of western institu-
tions, and look to a potential ReOrient discourse of international cultural manage-
ment and governance. 
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		  ReOrient Arts Management and Cultural Policy Teaching: 	
		  Limits and Problems
Arguing for the ReOrient of AMCP is not to be anti-West or even necessarily contra-West. 
As Chen (2005) suggests, to a great extent, the West is already inside most of us and 
becomes part of us. 

Taking Taiwan, East Asia, or the Orient as a method, one is to take the Rest of the West 
as new referential points, and see how they may depart fundamentally not only from 
the West, but also from the traditionalist, nationalist, imperialist, Oriental cultural ide-
ology, and cultural hegemony. Thus, by ReOrient, we also mean to reflect, reinterpret, 
restructure, and realign the concept of the Orient, and look for a ReOrientation of the 
teaching of arts management and cultural policy in East Asia (Liu, 2014). 

So far, there are still limits and difficulties in teaching and learning of arts management 
and cultural policy in Taiwan and the AMCP. These include: 

1.	 Limited success in interdisciplinary dialogues and localized knowledge production 
and accumulation of arts management and cultural policy studies.

2.	 A still dominating instrumentalist (utilitarian) view of culture with respect to its rela-
tions with the society and political economy: Logics of power, material/economic 
interest, the use value of culture, are still the mainstream thoughts of the society. 

3.	 Still limited progress in its efforts of bridging idealistic artistic/cultural values 
with the capitalist ethos or entrepreneurial spirit of profit-making, risk-taking. 
Less emphasis has been laid on the developing of entrepreneurial capacity in start-
ing or organizing a cultural business or venture in Taiwan and abroad.

4.	 Ongoing debates among idealism and realism, critical and practical intellectuals 
in the day-to-day operation of official arts-cultural institutions; varied goals and 
positions among practitioners from the industry, government office, and research 
and educational institutions. 

5.	 Still very western dominated theoretical discourses in cultural policy and arts 
management studies, and limited official participations of Taiwanese cultural 
institutions in international cultural society.

6.	 Discrepancies in the definition of the core cultural values in Taiwanese society, 
and difficulties in re-accommodating the traditional cultural values with the localized 
modern cultural discourses.

To make sense of the contemporary cultural policy in Taiwan and East Asia, what’s needed 
is probably a ‘cultural turn’ or even ‘paradigm shift’ of theory and practice in governance. 
Arguing for the ReOrient of cultural management and cultural governance there-
fore means to shift the underlying logic of governance (policy debate) from that of 
Machiavellian interest, calculation, wealth, power, modern commercial values, capital-
ist ethos and business model, to that of culture—inherent value, aesthetics, moral-ethical 
ideals, and humanistic rationality. (Liu, 2011). 

 1Retreived from: https://sites.google.com/site/culturalgovernance/home
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There still exist gaps between the ReOrient of cultural management and governance as 
logic/ideal and as reality. Overemphasis on a pro-humanistic cultural logic comes at 
the cost of the precision of quantitative figures, and the efficiency and efficacy of the 
states’ governing technologies. These are limitations of traditional Oriental cultural 
statecraft. One way to fill the gaps is to adopt ‘critical reflexivity’ as a modern revision, 
reinterpretation and reapplication of Confucian logics in contemporary cultural man-
agement and governance. The ReOrient of cultural governance thus signifies a re-articu-
lation of traditional cultural value and meaning with modern institutional efficiency, 
entrepreneurial innovation and creativity in cultural management and administration. 
In a way, the East and the West become their mutual remedies in cultural governance 
(Liu, 2014).

•	 This article is converted from the two papers delivered in The Asia Pacific Network 
for Cultural Education and Research (ANCER) Inaugural Meeting from 15-16 
May 2012 in LaSalle College of Arts of Singapore, and the 4th Annual ENCATC 
Research Session on 6 November 2013 in University of Antwerp of Belgium.
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		  Abstract
Central Europe, after 25 years period of dynamic change initiated by the fall of com-
munist regimes, is a very multi-dimensional, experimental cultural entrepreneurship 
playground. Entrepreneurial styles, competencies, values, theories and practices, 
are vastly reoriented in this part of the world. 

The purpose of the article is to identify, compare and discuss structure, essence and quality 
of a cultural entrepreneurship and cultural management teaching projects and talent 
development practices in Poland, former East Germany, Czech Republic and Hungary.

An overview of the present situation, conditions and impacts of training and teaching 
managerial competencies in public, private and civil parts of cultural sector is offered. 
The selection is based on the analysis of past and existing activities in this field, taking 
a comparative approach with a selection of most inspiring cases. 

The article will try to answer essential research questions like: what is the impact of 
teaching cultural management and entrepreneurship skills on practice of cultural 
organizations? Who are and where can we find mentors and career models for the next 
generation cultural entrepreneurs; individuals ready to risk, fail and professionally be 
reborn in the creative sector. How should we stimulate trans-generational transmission 
of values and sense-making in cultural sector? 

		  Introduction
A potential clear view of an entrepreneurial teaching panorama in Central Europe is 
disturbed by a simple fact that the linguistic expressions of an ‘entrepreneurship in culture’ 
or a ‘cultural entrepreneur’ is not a main object of interest when considering cultural 
sector jobs market. Post-communist countries in Europe were, and mostly still are, 
public sector oriented cultural spheres. The majority of funds are spent on cultural 
domains as: theatre, orchestras, cinema, libraries, museums, cultural and art education 
activities, coming from public sources. The cultural landscapes in former Eastern 
Bloc countries were and still are dominated by public institutions based on subsidies. 
Cultural policy academics from Central and Eastern Europe, point out that a badge of 
being a cultural entrepreneur keeps some negative connotations in artists, critics and 
intellectuals circles originating in communism times (Dragićević - Šešić 2007). It brings 
a notion of individuals who are managing entertainment businesses and cheap art 
productions, commercial cabarets, circus, popular entertainment TV or kitschy music 
genres, and have much more in common with non-ambitious leisure economy, 
than serious art initiatives or innovative projects in the arts.

This stereotype is challenged by new media formats, cultural globalization trends, 
and local cultural tourism initiatives of a very talented generation of creative individuals. 
Fortunately, recent years bring more positive perceptions of cultural entrepreneurs, as 
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those who are bridging free market of aesthetic needs, successful audience development 
practices, innovative solutions for serious art productions and branded institutions. 
But this is a rather fresh trend of last decade, including follow-up of recent narrations 
on creative economy (UNCTAD, 2010) and creative and cultural industries, where cul-
tural entrepreneurship is one of the key terms (HKU, 2010).

That is why public institutions, being major players in the labour market of cultural 
production and (public) services, were not looking in last 25 years for cultural entre-
preneurs as much as for cultural managers and cultural administrators.

Cultural management is perceived in Central and Eastern Europe as a more neutral, 
flexible term, bringing less profit-oriented sense of cultural activity than entrepreneurship. 
A paradox is that not all cultural entrepreneurship term users and critics, are aware 
that, ‘entrepreneur’ came to English language from French, originally applied to 
the director or manager of a public musical institution (Bilton and Cummings, 2014). 
Cultural management, than, as a field of practice and knowledge on all multi-dimen-
sional organizational activities and processes in, and around cultural sector, fits to all 
types of organizational actors, including the major cultural infrastructures; the public, 
mostly municipal cultural institutions. Cultural management is at the end a dominant 
professional education domain, in a field of cultural organizations of a different - 
public, private and civil - kind. Cultural entrepreneurship in education processes is 
than understood more as an approach or a special skill within a general framework of 
cultural management. 

Both variety of motivations for learning or teaching and, above all some essential termi-
nological problems with cultural entrepreneurs, leads to the conclusion, that a reasonable 
overview of professional programs of cultural entrepreneurship and cultural manage-
ment in Central Europe, will have to be based not only on a sort of desk research – col-
lecting a spectrum of data from institutions or web databases. It will need a qualitative  
perspective of experts and experienced members of teachers and learners communities. 
In our study we used questionnaires, addressing twenty-four selected, well-informed 
professionals in Poland, former East Germany, Czech Republic and Hungary.

		  Teaching Cultural Entrepreneurship and Management 	
		  Education in Central Europe
A qualitative overview starts from a digest of data on most recognized teaching programs 
in four selected territories. The majority of highlighted programs are combining several 
disciplines, such as management, cultural studies, economy, arts, and other fields of 
interests proper to entrepreneurial and managerial jobs in particular parts of a broad 
cultural sector. 

Poland. Our sample of Education in Poland consists of cultural management programs 
that contain a component of cultural entrepreneurship topics or module. Cultural 
management studies are injected into BA, MA, or postgraduate programs of cultural 
studies, cultural theories, urban studies, humanities focused on culture offered by 
biggest public universities, like Warsaw University, Adam Mickiewicz University in 
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Poznan1 or prestigious university of economics2 like SGH in Warsaw. Recent studies in 
cultural management are offered in Cracow by Jagiellonian University – Management 
Studies Faculty – Institute of Culture. Where other universities are offering some modules, 
courses, this institution is combining humanities and management studies on culture 
within all levels of studies from BA, MA, postgraduate, till PhD.

Among main competitors private universities are to be mentioned, above all SWPS 
– University of Social Sciences and Humanities, part of the Human Touch Group 
Schools, located in Warsaw and Poznan (School of Form Design School), with an offer 
of creative, innovative teaching from kindergarten till PhD program, offering as well 
an entrepreneurial teaching in the arts. 

Only few public art schools have cultural management programs, mostly in a post-
graduate form, like Academy of Arts in Szczecin or Academy of Fine Arts in Warsaw. 
This last offer is focused mostly to provide a fine-arts professionals career toolkit of 
how to survive in art market. The Theatre Academy in Warsaw is providing studies on 
theatre production and recently Warsaw Film School has offered cultural management 
BA studies. 

The majority of schools prefer to call organizational components of the arts – ‘animation’ 
than management, as this is perceived as a more appropriate name to culture non-
profit sector and social interactions with the public. Another group of studies are 
programs on demand of biggest governmental agencies, like the Collegium Civitas in 
Warsaw, the International Cultural Centre, the  National Cultural Centre in Warsaw, 
the Małopolska Region Cultural Institute in Cracow. 

In general BA and MA studies offered by public higher education systems are for free. 
It usually works with groups of no more than 50 students each year. Art schools programs 
are less numbered. Postgraduate studies for professionals and all programs provided by 
private schools are paid by students. Training and studies offered by NGO’s or regional 
governments are usually free of charge, as they are mostly EU funds supported

The Czech Republic. Cultural entrepreneurship in Czech Republic is also rather a branch 
of cultural management, than a separate, spotted area of education activities. There are 
two main streams of managerial education in culture offered by public schools. One is 
that offered by top academic brands in performance studies, like DAMU in Prague and 
JAMU in Brno. Both schools are providing BA, MA, PhD study programs in theatre 
production, theatre management, music management, and some postgraduate work-
shops for non-academy student-professionals. DAMU, within its film and television 
faculty, is also offering film production studies on all three levels, from BA till PhD. 
Programs are subsidized and as a rule free of charge for BA, MA, and PhD students. Small 
groups of carefully selected students have individualized training, focused supervision 
and tutoring. 

1This is the case of programs offered also by UMCS in Lublin, UKSW in Warsaw, 
Wroclaw University, KUL Catholic University in Lublin, University of Lodz,  
Silesian University in Katowice, University in Gdansk.

 2 Programs operated by universities of economics or business schools – SGH in Warsaw, 
UEP in Cracow, AGH in Cracow, private Kozminski University or University of 
Economics in Cracow and University of Economics in Katowice.
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JAMU and DAMU management programs are practice oriented and based on entre-
preneurial skills development, including organizing a real theatre festival as a students’ 
teamwork with theatre management and theatre production programs. Topics high-
lighted are among others: management, theatre, marketing, fundraising, budget manage-
ment, institutional management, leadership, artistic projects cooperation and leadership. 

The second, rather detached from the first stream is that of universities of economics, 
with a Prague university as a fore player. Some top offers in the cultural manage-
ment topics ranged from BA till PhD, are provided by subsided state universities like 
Masaryk University in Brno, with Arts Management program in the structure of 
the Faculty of Arts and Humanities; as well as University of Economics in Prague, 
Arts Management curricula offered by Faculty of Business and Administration. 
The first one offers Management as a theoretical, philosophical field. The last one has 
a more business entrepreneurial style, and a special focus on tangible heritage and 
museums. A competitive offer is that of a private school focused on public adminis-
tration - CEVRO Institute, School of Political Studies in Prague, with its MA, Master 
in Public Administration, which is planned for future culture and education adminis-
tration leaders. 

These options are supplemented by various online arts management courses of a long-
life-learning type (like those offered by www.culturematters.cz). Art Management 
training is also available for cultural sector professionals due to a cooperation of public  
universities with NGOs, it is one offered by Faculty of Design of ZCU University 
of West Bohemia in Plzen. Some new players in the game are Associations and 
Foundations, absorbing EU and governmental funds for workshops in the field of cul-
tural entrepreneurship, and struggle for professionalization of cultural sector staff in 
Czech Republic. 

Hungary. An overview of options for cultural entrepreneurship education brings several 
offers from both private and public sector, but rather not directly within regular BA or 
MA long term studies. 

A private University of Applied Sciences - Budapesti Kommunikációs és Üzleti Főiskola 
- offers 3 semester postgraduate program in Art & Business Manager accessible to 
cultural sector employees and freelancers for artists and public administration staff. 
It is not subsidized, has a business recognition, and teaches mostly art, management, 
strategic development, marketing skills for the art sector. Another private competitor 
in this sort of education is EDUTUS Főiskola College having 2 semesters postgraduate 
studies in cultural management, aiming more at the public sphere, teaching media and 
cultural economics, cultural entrepreneurships, leadership, communication, cultural 
project management, cultural marketing, event management, and in general making 
profit with the arts. 

An MA program in Tourism Management is offered by private University of Applied 
Sciences - Budapesti Kommunikációs és Üzleti Főiskola and is not subsidized. It’s 6 plus 
1 semester long, aiming at students, with a good business circles reputation3. 
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Public universities are offering cultural management related studies, like Cultural 
Mediation (in Győr, Pécs and Szeged), cultural studies, identity, mass culture, intercul-
tural studies, cultural project management, cultural research with some small compo-
nents of entrepreneurship for cultural sector. Yet, these do not cover central topics to 
cultural entrepreneurial skills. 

Programs of a ‘cultural studies’ type - with a managerial component in it - are offered 
also by public universities (Debrecen; Lajos Kossuth University and Budapest; Eotvos 
Lorand University). A special place for cultural policy, public management and business 
entrepreneurship is a private international brand in education that is CEU Central 
European University in Budapest, aiming at international reknown academics,  
covering a large number of academic programs, including MA and PhD in Public Policy 
or Cultural Heritage, as well as business studies including Global Entrepreneurship. 
In addition we find some initiatives in this top-segment; the Pazmany Peter Catholic 
University and its Faculty of Humanities and Social Sciences; and MOME Moholy-
Nagy University of Art and Design in Budapest, training for entrepreneurship is 
a systematic aim with special semesters focused on.  At least two private institutions 
have got professional management trainings for music managers: Zeneipari Hivatal 
(Music Industry Bureau) trains pop-rock music industry managers, and Majdnem 
Híres Rocksuli (Almost Famous Rock School). Some support for entrepreneurs is pro-
vided by the diplomatic branch - Balassi Institute or other bureaucracies: Hungarian 
Institute for Culture, and National Institute for Community Culture – institutions sup-
ported by Ministry of National Resources a government unit, responsible for culture, 
education and research. 

Eastern Germany. The full, educational and life-long learning potential of the new 
Germany after re-unification of the country is visible via a databases of Kultur 
Management Network4, or by Institut für Kulturpolitik der Kulturpolitischen 
Gesellschaft.5 This is a set of over 110 offers of studies from BA, and MA to postgrad-
uates and PhD provided currently in all Germany by state, regional, foundation-based 
or private higher education institutions, including the best known university brands. 
The range of programs in cultural management - including entrepreneurial curricula - 
involves topics of arts and management taught from the perspective of applications in 
the fields of theatre, music industry, visual arts, urban culture, book market, media and 
culture management, heritage, tourism, public institutions, cities and governments. In 
addition we find some 60 programs, offered in German by Austrian and Swiss univer-
sities, arts schools, economic and applies sciences schools. There are some 35 study 
programs of cultural managerial interest in former East Germany territories. Nearly 
half of them in the capital Berlin, completed by former East Bolc locations: Leipzig, 
Potsdam, Weimar, Dresden, Frankfurt (Oder), Magdeburg, Merseburg, Halle, Görlitz 
and Cottbus. 

3Teaching: Sustainable Development of Tourism; Tourism Marketing and Communication 
Theory; Tourism Destination Management; Visitors and Attraction Management; 
Destination Marketing; Ecotourism; Media Management; Preservation and 
Management of Heritage Sites; Information Management of World Heritage Sites.
 

4http://www.kulturmanagement.net/ausbildung/prm/57/cs__11/chi_ia__1/index.html
 

5http://www.studium-kultur.de/datenbank.html
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		  The Impact of Professional Performance
In our study we asked our experts to estimate the impact of teaching and training cultural 
management after 1989, and the influence on the quality of cultural organizations 
performance in Central European countries. 

Respondents pointed several remarks on that topic. 

1.	  Impact on public institutions. The impact of university-based education programs 
on institutions and cultural market players still seems rather poor and slow.  
The fast pace of know-how exchange within cultural staff is more visible, especially 
in bigger cities. The impact of political influence on public institutions seems 
often bigger than educational qualifications. Public subsided arts institutions have 
little opened themselves to educated managers (in terms of graduates profiles after 
2000), and employees are considered to be poor in strategic management and in 
answering current culture users demands.

2.	  Training teams. Ambitious individuals trained in entrepreneurial and compet-
itive skills for culture within postgraduates’ studies or workshops, when reinte-
grated into their workplace organizational culture, crash with a fence of colleagues 
or leaders resistance when implementing changes needed. Implementing Change 
needs a collective, team approach.

3.	  Growing managerial education. The market of cultural management study programs 
and courses is rapidly growing in last few years, workshops and activities are get-
ting more professional and attractive. There are more employees already working 
in the sector wanting to upgrade their competencies in a professional way. 

4.	  Translating vocabularies. Cultural sector got more privatized, but this does not 
translate into a deep understanding of cultural entrepreneurial risks and advantages. 
There is a wide misunderstandings and unawareness in art and culture circles, 
when talking about competition, economy, and markets. There is still an essential 
need of translation from vocabulary of management or economy into arts or 
socio-cultural topics. 

5.	  Training self-made entrepreneurs. There is a growing number of small enter-
prises or NGO’s educating in the arts offering workshops for kids etc., that are 
usually conducted by self-made cultural entrepreneurs, passionate of the arts or 
particular craft, who have not experienced cultural management education. They 
started from an intuition and observation of the art world, transmitting creative 
education trends, with more or less success. 

6.	  Less talk – more action. Cultural sector debate in cultural education is too often 
more busy with ideological trends and fashions than supporting concrete needs 
of communities. There seems to be too much talk and debate on communication 
and integration and less effort on operational success.

7.	  Injecting management to art studies. More modules and courses on cultural 
entrepreneurship and management are needed within all humanities, arts and 
social studies. Having separate study programs on cultural management is not 
enough for impacting cultural sector.

8.	  Flexible careers. The growth of programs in cultural management is a consequence 
of illusive hopes of arts and humanities students, thinking that attending program 
will give them new practical skills that will facilitate applying for a job. 
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9.	  The impact of the EU. The boom for managerial workshop was related to EU 
funds stream starting around 2004, when many organizations started to offer sub-
sided workshops. Thousands of new students, mostly postgraduate professionals 
used a chance to learn new skills in managing cultural field. The problem was that 
nobody certified, or controlled the content and final quality of this mass of teaching.

10.	  Mobility. Entrepreneurial teaching in cultural sector is not systemically connected 
to mobility programs. Students are not enough motivated to move abroad or 
move to another institution or city to learn, share and bring inspirations. 

11.	  Space for Freelancers. New graduates are creating spaces for their activity as 
freelancers, mostly in media industry, popular culture industry and cultural tourism, 
all which rather opposite to official institutions than in direct cooperation with them.

12.	  Professional Associations. Non-existence of professional association of cultural 
managers in Poland, Hungary and Czech Republic results in lack of coordination 
of educational activities in this field. Therefore most of arts management graduates 
have no opportunity and not enough influence to enforce modern management 
methods.

		  Barriers, Challenges, and Achievements
A third issue raised by experts is that of challenges and barriers for cultural entrepre-
neurs in the post-communist, post-transition environments.

1.	 We can identify ‘forced cultural entrepreneurship’; people who start a small enter-
prise instead of being employed in an institution or bigger cultural organization; 
the so called ‘forced’ or ‘adaptive’ entrepreneurship (Oakley, 2014). As a conse-
quence there grows a negative climate around cultural entrepreneurship.

2.	 We find a lack of financial stability of NGO’s, due to the present grant system that 
promotes short projects and not provide operational grants. For creatives, there is no 
time for entrepreneurial further development within the organization they work for. 

3.	 Limited investment/investors’ portfolios in post-communist countries. Individual 
entrepreneurs, after graduating, are forced to find money for their ideas within 
a granting system, that is very standardized and is based on fixed public agendas 

4.	 There is also a communication and vocabulary barrier when management profes-
sionalization is due. People from the sector do talk to each other, but use separate 
linguistic niches.

5.	 Cultural entrepreneurs in Central Europe are less committed to long term planning, 
and respond easily to commercial popular standards of cultural consumption. 
An additional discouragement comes from tax systems, making cultural services 
more expensive, promoting public institutions on the costs of private one.

6.	 There is also exaggerated mistrust to private players in cultural sector, who, 
paradoxically, mostly are much better client-friendly professionals than institu-
tions working for the public interest. On the other hand political and peer con-
nections or ‘knowing right people’ is very often the only gate to successful public 
support of cultural projects and institutions. 

7.	 The last barrier mentioned by Central European experts is that Entrepreneurial 
Education is hardly enough practice oriented, applied managerial teaching for 
cultural sector. More often, education is based on prejudices that economy in culture 
means only cheap, popular mass culture oriented services. 
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		  Careers and Masters
A fourth issue raised is that of a career path for cultural entrepreneurs in Central 
Europe. The job market for them is rather in progress, developing, growing. It is a potential 
platform, or a broad space for work that is not ready yet. Some would say that the market 
from the side of cultural offers in some places, is overcrowded, and that obviously 
relate to graduates careers, too. There is a limited amount of job posts in institutions, 
so huge numbers of graduates are landing as entrepreneurs or cultural field freelancers. 
The major group of successful art entrepreneurs are not those well-educated, but most 
ambitious and determined. People in post-communist Central Europe seem to invest 
little for growth. One enters the market often too early and as a consequence creates 
failure and a less ambitious and quality offering. Another negative scenario mentioned 
is that of well-trained cultural entrepreneur, becoming a cultural administrator in 
institution or municipality.  

		  Conclusion
There are hardly any obvious, well-defined roots and grounds of cultural entrepre-
neurship teaching in post-communist Central European countries. Management 
curricula for cultural sector are developed as a spontaneous reaction to: 

a.	 current condition of the cultural sector, mostly needs of major employers - 
cultural public institutions in a process of organizational transition;

b.	 changing spectrum of cultural practices, clients demands, innovative formats and 
media of culture, asking for new skills;

c.	 the existence EU supportive funds for new member states – a stimuli for develop-
ment of programs, trainings of new soft skills in cultural sector;

d.	 new fields of academic interests, particular teachers and university departments 
to develop programs and applied studies in cultural policy, cultural management 
and entrepreneurship, cultural economy, managing heritage, cultural diplomacy, 
creative industries, new cultural media. 

 
To map the full potential and disturbing deficits of cultural management teaching 
and learning processes in this part of the world, one cannot limit research methods 
to desk researches, content analysis, statistics and experts feedback. The last of these 
approaches were selected for this text to construct arguments and assess the state of 
the art in academic and life-long-learning education in cultural sector.

In order to understand the present conditions for cultural entrepreneurship develop-
ment in Poland, Czech Republic and Hungary, we have to keep in mind that Central 
Europe is still a battlefield of paradoxes in cultural policy theories and practices, 
cultural and aesthetics driven ideas, styles, interest and values directly related to orga-
nizational, managerial, social, administrative and political aspects of cultural and art 
activities. It’s a real laboratory of ‘collective imagination’ (Klaić, 2007). With no doubt, 
Central Europe is a space in which one of most demanding definition of cultural policy 
gets its proper size - where culture is understood as an activity within society in a form 
of expression, entrepreneurship and creativity, directed from individual satisfactions 
to responsibility for social development and the quality of cultural public spheres 
(Poprawski, 2015). After a 25 years’ period of dynamic change initiated by the fall 
of communist regimes, this part of the world seems to be a very multi-dimensional, 
experimental cultural entrepreneurship territory. Entrepreneurial styles, competencies, 
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values, theories and practices, studied and trained are vastly reoriented from 1989 on, 
conditioned or influenced by political, economic, social, cultural and technological 
factors (Inkei, 2009).

The Cultural sector in Central Europe witnessed at least 3 stages of change since 
the fall of communism that could be illustrated with a use of three compelling emotions: 
enthusiasm, frustration and pride. This is in fact a story of a unique and unexpected 
rebirth of nations in a middle of Europe, liberated after nearly fifty years. 
It is wise not to forget that two balanced emotions, that of frustration and the emotion 
of pride continue to coexist in different parts of the Central European post-communist 
cultural sector. It is injecting the engines of the four national cultural systems with bad 
and good fuel in the same time. All that is evident when looking through the spectrum 
of resources, barriers, challenges and achievements of cultural entrepreneurship 
education, as presented in this analysis.

•	 I would like to express my gratitude to my respondents, above all: Prof. Dorota Ilczuk, 
Dr Janos Szabo, Dr Katarzyna Plebańczyk, Blanka Chladkova, Dr Peter Inkei, 
Michal Laznovsky, Prof. Slawek Magala, Dr Patrick Föhl, Dr Ulrike Blumenreich, 
Philipp Dietachmair,  Jagoda Komusińska, Dr Marek Chojnacki, Małgorzata Ćwikła,  
Piotr Knaś, Paweł Gogołek, Maciej Zygmunt, Dr Małgorzata Sternal, Moritz von 
Rappard, Dr Martin Zierold, Dr Vera Patockova.
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		  Abstract
This article takes on an exploration into the specific entrepreneurial behaviours creative 
entrepreneurs typically follow, and discusses a practical application of such knowledge 
in the field of education and guidance. One of the key assumptions commonly used in 
published research on entrepreneurship in general is that it is the task of the entrepreneur 
to discover and exploit opportunities, which is coined in literature the ‘causation logic’. 
However, research has shown that not all entrepreneurs follow this logic in reality. 
The ‘effectuation logic’, does not assume that opportunities await to be discovered, 
but that opportunities arise when they are created by an entrepreneur and its partners. 
This article posits and finds indications that the latter logic has a natural fit with the stan-
dard manner of working in the creative industries. In a second part, this article focuses 
on an application of knowledge on specific entrepreneurial behaviour in educational 
programs for creative entrepreneurs. A single case study – the master class ‘Creative 
Jumpers’ taught at Antwerp Management School (Belgium) – is examined in which 
the assumption that effectuation logic fits naturally with these entrepreneurs is taken 
as premise for program design and development. 

		  Introduction: Entrepreneurship
Many scholars have been attempting to make sense of what the concept of entrepre-
neurship really is. Throughout the years, pioneers such as Cantillon, Schumpeter, 
Kirzner, Knight, Hayek, Casson, Gartner, Shane and Venkataraman, to name but a few,  
have made significant contributions to entrepreneurship theory (Stokes, Wilson,  
& Mador, 2010). Even though Busenitz et al. (2014) find that entrepreneurship research 
has been gaining legitimacy and has been finding its place within major management In: 
Journals over the past two decades, there is as of yet still lacking a generally accepted 
definition of entrepreneurship in the research community (Brixy, Sternberg, & Stüber, 
2012; Parker, 2009). However, one can distinguish at least two important meanings. 
First, entrepreneurship can refer to owning and managing a business on a person’s 
own account and at his or her own risk. Second, entrepreneurship can refer to ‘entre-
preneurial behaviour’ in the sense of incorporating economic opportunities (Brixy et al., 
2012). This second definition is important, as this article takes on an exploration into 
the specific entrepreneurial actions and behaviours creative entrepreneurs typically follow. 

We propose a certain theory on entrepreneurial behaviour, the effectuation theory 
developed in a traditional business environment. It offers a natural fit with the internal 
functioning of the creative industries, and can therefore have value in terms of effec-
tive educational program design for creative entrepreneurs. 

Walter van Andel
Annick Schramme
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		  Entrepreneurial Behaviour: Causation and 
		  Effectuation Approaches
It is often claimed that it is the task of the entrepreneur to discover and exploit oppor-
tunities. For example, Drucker (1998) claims that most opportunities are discovered 
through a purposeful search process. Here the desired goal or endpoint is the basis 
that determines the actions to be carried out. In other words, entrepreneurship starts 
with defining the goal that one wants to achieve. Subsequently, means are sought that 
help achieving that goal. Consistent with this approach, competitive advantage is con-
ceptualized to be largely determined by competencies related to finding and exploiting 
opportunities and the resources controlled by the firm. Entrepreneurship in this sense 
can be seen as a linear process in which the desire of the entrepreneur leads to planned 
activities revolving conception, and further development toward a (set of) pre-set 
goal(s). Central to this approach are concepts of intentionality (Katz & Gartner, 1988), 
opportunity identification and evaluation (Shane & Venkataraman, 2000), planning 
(Delmar & Shane, 2003), resource acquisition (Katz & Gartner, 1988), and the deliberate 
exploitation of opportunities (Shane & Venkataraman, 2000) (Fisher, 2012, p.1023). 
Figure 1 provides a graphic representation of this causation approach (Fisher, 2012; 
adapted from Shah & Tripsas, 2007). This widely accepted approach makes that the pre-
dominant entrepreneurial decision model taught in many (business) schools is a goal-
driven, deliberate model of decision making referred to by Sarasvathy (2001) as 
a ‘causation logic’ (Perry, Chandler, & Markova, 2012).

Figure 1 Causation approach to Entrepreneurship Fisher (2012) 

However, research has shown that not all entrepreneurs follow this logic in reality. 
The alternative ‘effectuation logic’, does not assume that opportunities await to be 
discovered, but that opportunities arise when they are created by an entrepreneur 
and its partners (Sarasvathy, 2001). When using effectuation processes, entrepreneurs 
start not with an envision goal in mind, but rather by focusing on and utilizing  
the resources they have at their immediate disposal (i.e., who they are, what they know, 
and who they know). As the desired endpoint is not clearly defined at the beginning, 
those using effectuation processes remain flexible, take advantage of environmental 
contingencies as they arise, and learn as they go (Perry et al., 2012). Starting from 
the resources available; their own traits, tastes, and abilities; the knowledge corridors 
they are in; and the social networks they are a part of, the entrepreneur (in a multitude 
of iterations) seeks to achieve – in collaboration with a group of self-selected external 
partners – small steps forward towards an ex-ante undefined and unpredicted goal 
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(Sarasvathy, 2001). From this point of view, a different set of ideas and competencies 
are important in understanding (start-up) entrepreneurship, such as how each party 
contributes in the process of creating possibilities, handles risks, and deals with sur-
prises and challenges (Read, Song, & Smit, 2009). 

Entrepreneurs use both causal and effectual approaches in different combinations at 
different moments and in different contexts. The use of, or preference for a particular 
approach is related among others to the expert level of the entrepreneur, the resources 
available, and the progression the company has made in its life cycle. Effectuation pro-
cesses are not posited as ‘better’ or ‘more efficient’ than causation processes in creating 
firms, markets, or economies (Sarasvathy, 2001).

		  Research Setup
According to the effectuation logic, the ex-ante information many companies have 
about the market is both incomplete and overwhelming, with a result that the infor-
mation seems to be confusing and even contradictory. The market can therefore not 
clearly be defined, or predicted. Moreover, consumers are unaware of their future 
needs and preferences, while changes (such as new technologies and practices) can 
arise constantly. The term effectuation hinges on the notion that entrepreneurs proac-
tively effectuate a transformation (Sarasvathy, 2001, 2009) and attempts to explain how 
entrepreneurs make decisions in the face of non-existent markets, featured by uncer-
tainty, risk, and unpredictability. This theory postulates that entrepreneurs (collabora-
tively) create new opportunities outside of a causal framework (Ohlsson-Corboz, 2013).

This environment, which forms the basis for the effectuation logic, is on many accounts 
similar to the situation which many (aspiring) creative entrepreneurs face. The principles 
that underlie the effectuation logic, therefore, seem to be adjacent to the way of working 
in the creative industries, as it is often described. Consequently, it could be argued that 
the effectuation logic is an approach that many creative entrepreneurs follow intuitively, 
which forms the main proposition for this article: the effectuation logic has a natural fit 
with the usual manner of working for creative entrepreneurs.

As we believe a deeper knowledge of the way creative entrepreneurs operate within 
their very specific contexts can bring helpful insights, we will first attempt to find 
a preliminary validation of this research proposition through a small empirical study. 
Afterwards, we’ll take a next step, and review an entrepreneurship program for creative 
entrepreneurs in which the proposed natural fit has been applied within the program’s 
development. 

		  In Theory: Entrepreneurship and the Creative Industries
Due to the specific context, many scholars are convinced that entrepreneurship within 
the creative industries adhere to different circumstances, regularities, and thought 
processes, both on the producer as on the consumer side. Hearn, Roodhouse, and 
Blakey (2007) therefore suggest that it would be unwise to adopt uncritically models 
derived from other industry sectors without considering the particular dynamic of 
the creative industries. These industries commonly revolve around entrepreneurial, 
innovative and often unorthodox collaborations, whereby numerous large, small and  
micro-businesses come together for the duration of a single project, often under a strict 
finite time frame, then disband and form new partnerships for the next project (Warren &  
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Fuller, 2009). Furthermore, Caves (2002) identified several distinctive characteristics that  
point to major risk and uncertainty about the economic outcomes of creative activities. 
These include a considerable uncertainty about the likely demand for a creative product, 
an unpredictability in the quality levels consumers see in the outputs, and an unpre-
dictability in the capacity of their producers to continue to extract economic rents. 
Moreover, Colbert (2009) warns for saturation of the markets, a surplus of supply rela-
tive to demand and an almost infinite variety of creative products available.

Overall, these market conditions combined with typical intrinsic characteristics of 
industry players make creative entrepreneurs behave in a certain, industry-particular way, 
which can for many cases be generalized in the following process elements (this gener-
alization has been formed by combining research on industry specifics of the creative  
industries, i.e. Caves, 2002; Jeffcutt & Pratt, 2002; Lampel et al., 2000; Warren 
& Fuller, 2009, and research on the importance and specific functioning of social 
networks and social capital for production in the creative industries, i.e. Delmestri, 
Montanari, & Usai, 2005; Hargadon & Sutton, 1997; Haunschild, 2003; Skilton, 2008; 
Uzzi, 1997): 

Creative entrepreneurs often start their activities based on their strong, intrinsic inter-
ests, their corresponding skills and structured within networks they have at their 
disposal. This forms the basis from which their creative inspiration flourishes, and 
(vague) ideas come into life. 

	 -	 To further develop these ideas, they often work in project-based collaborations  
		  with open structures. For example in the production stage of a movie, several  
		  creative individuals and organizations from different backgrounds come  
		  together on the basis of their skills and joint interests.
	 -	 These open structures are typically not bounded by solid rules that impose  
		  natural limitations, but tend to have a flexible character that leaves room for  
		  contingencies and ‘out-of-the-box’ thinking, which is necessary for the highly  
		  unpredictable creative marketplaces.
	 -	 The collaborations are further enabled by (informal) commitments of the  
		  participants to the project.
	 -	 Once the project is finished, the temporary partnership-structure dismantles  
		  and new collaborations are formed based on new ideas and interests.
 
Common themes in the inner workings of the creative industries are therefore a high 
degree of experimentation, many partnerships, open structures and communication, 
action-oriented way of working, and a holistic view on the total process.

		  Method
In order to examine our proposition, a multiple case study design has been con-
structed. In order to examine our proposition, a multiple case study design has been 
constructed. This design allows the researchers to collect detailed information on 
both the entrepreneurial practices under scrutiny, and the contextual circumstances 
as well, which is necessary in the construction of explanatory middle range theory 
(Fredrickson, 1983). To analyse the proposition, the two opposing theories of entre-
preneurial logic (causation and effectuation) have been further operationalized into 
five dimensions, resulting in a 5x2 matrix (Table 1). These five dimensions were 
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based on the underlying rationality of five guiding principles of effectuation theory.  
These principles invert key decision-making criteria in common management practices 
used by expert entrepreneurs. For more information on the five effectuation principles 
(bird in hand, affordable loss, crazy quilt, lemonade, pilot in the plane), we refer to 
Sarasvathy (2009). For both of the entrepreneurial logics, indicators have been developed 
that capture each of the five dimensions for that particular way of reasoning. Using this  
framework, nine small and medium-sized creative companies from differing creative 
sectors have been analysed in terms of entrepreneurial growth and corresponding 
planned actions. Interviews have been held with the companies’ CEO or strategic  
director following a semi-structured interview protocol. Topics discussed were  
the company’s definition of growth and their growth ambitions, thresholds for achieving 
growth, and planned steps for achieving growth. Besides these interviews, industry 
specialists have been consulted that have a particular knowledge of entrepreneurship 
in creative industries from an academic, and/or practitioners’ point of view.

 
	 Causation	 Effectuation

Starting point	 Starting point is the achievable goal.	 Starting point are resources 
	 Resources are selected based on	 at hand and the effects that can 
	 the chosen goals	 be achieved with these

Decision criterion 	 Focus lies on maximizing	 Focus lies on what you’re willing	
	 possible profits	 to lose

Contingencies	 Surprises are negative, they interfere	 Surprises are opportunities that  
	 with achieving the predetermined goal	 can help shape goals and directions

Partners	 Partners are predetermined with	 Partners self-select and help to 	
	 the achievable goal in mind	 determine and define goals

Management of	 The future can be managed by	 The future can be managed by 	
uncertainty	 accurately predicting it	 focusing on the aspects you can 	
		  control yourself, through which you 	
		  can shape your own future

Table 1 Operationalization

During the interviews, the researchers made no particular reference to a certain 
(effectuation or causation) practice or theory. Directly after each interview, the content 
was transcribed and analysed using a directed approach to content analysis, which aims 
to validate or extend conceptually a theoretical framework or theory, in which existing 
theory or research help focusing the research question, and determining the initial 
coding scheme (Hsieh & Shannon, 2005). In the analysis, the researchers searched for 
particular references to actions or thought processes that can be related to one of 
the options from the operationalization table. 

		  Results
The results of the content analysis of the transcripts found that during the interviews, 
34 mentions were found that directly refer to one of the practices from the operation-
alization table. Table 2 provides an overview of the findings, separated for each of 
the five dimensions. 
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As the findings indicate, there is a strong indication that effectuation practices are 
more utilized in the nine cases studied with 26 occurrences for effectuation practices 
versus eight occurrences of practices stemming from the causation logic. This means 
that the proposition that the effectuation logic has a natural fit with the standard manner 
of working for creative entrepreneurs holds, based on our research pool.

 
	 Causation	 Effectuation

Starting point	 5	 5

Decision criterion 	 0	 5

Contingencies	 0	 7

Partners	 3	 7

Management of uncertainty	 0	 2

Total	 8	 26

 
Table 2 Results

		  In Practice: Creative Entrepreneurship Education
The results give a first indication that effectuation practices are common working 
principles for creative entrepreneurs. A key value gained from this understanding lies 
in the translation of these practical insights for among others entrepreneurial edu-
cational purposes, as a deeper knowledge of the way creative entrepreneurs operate 
within their very specific contexts can bring many useful application. In this second 
part of this article, we will zoom in one of those applications, by focusing on its value 
for training and guidance purposes. 

		  Entrepreneurship Education
Mwasalwiba (2010) synthesized 108 scientific studies on entrepreneurship education, 
resulting in a model that gives an overview of the choices to make for educators 
(Figure 2). In his view, entrepreneurship education should start with a definition of 
perspective on entrepreneurship (1). Next (2), the perspective chosen leads to specific 
objectives the program aspires to achieve. Is the goal of the program to learn about 
entrepreneurship, to develop entrepreneurial skills and attitudes (in) entrepreneurship? 
Or, to further develop (the idea of) the company (for) entrepreneurship? These choices 
also determine the program design characteristics, such as target audience, structure 
(length and timing of the program) and content of the program (3). The final elements 
in program design are the teaching methods and activities (4) and the manner of eval-
uation and measurement of the success of the program (5). This meta-study analyses 
the complexity of teaching entrepreneurship, and offers a logic to configure (and analyse) 
a program, in which the internal logic between the different building blocks is specif-
ically of interest. 

Figure 2 Synthesis on scientific research on entrepreneurial development (Mwasalwiba, 2010, p.23)
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Figure 2 Synthesis on scientific research on entrepreneurial  
development (Mwasalwiba, 2010, p.23) 

		  Application of the Model: the Creative Jumpers Program
		  Overview of the Creative Jumpers Program
In 2013, Antwerp Management School (Belgium) started a new program specifically 
targeted at young entrepreneurs from the creative industries: ‘Master Class Creative 
Jumpers’. In the set-up of this program, knowledge on the effectuation logic was used 
to design a program that ‘fits’ with the natural workings of entrepreneurs within 
these industries. 

The overall program design consisted of five two-day content blocks, with each block 
consisting of a theoretical class session around a specific theme, and a practical ‘lab’ 
session in which participants directly applied the theoretical knowledge to their own 
situation. Moreover, a leadership development track was added, focusing on increasing 
self-awareness on entrepreneurial choices (Figure 3). Each content block is aimed at 
providing and applying new knowledge and insights which participants use to develop 
a growth-oriented plan for their creative enterprise. After finishing the in-class content 
blocks, participants have the opportunity to seek guidance from an external coach to 
further strengthen their plan. Up to six hours of coaching is permitted per participant. 
The program ended with an event in which participants pitch their growth plan for 
a panel of experts. In its first edition, the program attracted 22 participants from dif-
ferent creative sectors.

Definition:
Essence &  

objectives of  
entrepreneurship

education 
(1)

Program design

Specific objectives:
i. Learn for 

ii. Learn about 
iii. Learn in  

iv. Community  
support 

(2)

Program  
characteristics:

i. Type of program 
ii. Target groups 

iii. Course contents 
iv. Outreach projects

Teaching methods 
community

outreach activities 
(4)

Evaluations &
impact

assesment 
methods

Program 
evaluation
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Block 1	 Block 2	 Block 3	 Block 4	 Block 5	

 
Idea	 Situating	 Validating	 Financing	 Working 
context	 your idea	 your idea	 your idea	 your idea	 Coaching	 Pitching

Class + lab	 Class + lab	 Class + lab	 Class + lab	 Class + lab	  
sessions	 sessions	 sessions	 sessions	 sessions

Personal development track

		
Table 3 Creative Jumpers Program Design

Below, a further analysis of the Creative Jumpers program design follows, utilizing 
the program design elements out of Figure 2.

1. Definition
An entrepreneurship program design starts with a perspective on entrepreneurship. 
The definition of entrepreneurship as a process – which is consistent with effectuation 
theory – holds that the emphasis is less on the innate or stable personality aspects of 
a ‘potential’ entrepreneur, and more on the behaviour of the entrepreneur: how he/
she utilizes his/her capabilities and commitment in its environment (Gartner, 1988; 
Haase & Lautenschläger, 2011; Honig, Davidsson, & Karlsson, 2005). Therefore, 
the Creative Jumpers program emphasizes the action-oriented and social aspects of 
enterprise development, in line with the effectuation theory (Korunka, Frank, Lueger, 
& Mugler, 2003; Sarasvathy, 2001, 2009; Szerb, 2003). In terms of focus, the program is 
designed for the level of ‘young entrepreneurs’, meaning that all participants are strate-
gic decision-making founders/managers in an existing creative enterprise (Figure 4). 
As every stage in the entrepreneurial development process requires different impetus, 
a choice for only including ‘young entrepreneurs’ creates common ground for learning 
and cross-participant sharing (Brixy et al., 2012).

 
	 Latent	 Latent nascent	nascent	  Young 
	entrepreneurshi P	entrepreneurshi P	entrepreneurshi P	entrepreneurshi P 
	

Figure 4 Emphasis in the Creative Jumpers program (cf. Brixy et al., 2012)

2. Specific Objectives and Program Characteristics
As the participants are full-time entrepreneurs, Creative Jumpers is set-up as a part-
time entrepreneurship program with five two-day blocks. Since the program aims to 
impact both knowledge and personal development, blocks are spread out over three 
months giving room for internalization of the knowledge and personal reflection. 

The scope of the program is defined by the question of how the development of young 
entrepreneurs can be strengthened. In terms of Mwasalwiba (2010), Creative Jumpers 
is a program ‘for’ entrepreneurship. In line with effectuation theory, social skills 
(know-how) are considered to be important know-how abilities, as entrepreneurship 
(in an action-oriented and social context) is considered to be a process of working 
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together: building social capital, persuading, participating in (in)formal networks, 
managing stakeholders, and expanding the circle of trust are skills often mentioned in 
research (Honig et al., 2005; Szerb, 2003; Taylor, Jones, & Boles, 2004; Vecchio, 2003). 
Furthermore, theory finds that conviction (know-why) has a number of dimensions 
that can enhance entrepreneurship. First: self-awareness as an entrepreneur, as entre-
preneurs have their own story or personal theory, based on a set of conclusions on 
vision, collaboration, market definition, and amount of control versus release (Rae & 
Carswell, 2000). Second: self-efficacy, which is the self-confidence the entrepreneur 
has in his/her ability to counter difficult situations and challenges (Thompson & 
Downing, 2007). Third: the motivation to set high goals and a willingness to learn and 
actively explore are regarded to be important (Haase & Lautenschläger, 2011; Rae & 
Carswell, 2000). 

In the program, emphasis is thus placed on the social aspects of know-how, and some 
aspects of know-why. Specifically, the leadership development track places high 
emphasis on these important facets as social capital, political skills, dominant logics, 
personal thinking patterns and the development of the entrepreneurs’ personal leader-
ship claim and story. This aligns with the bird-in-hand principle, in which emphasis  
is placed on creating small effects with existing means such as the entrepreneurs’ 
personality and preferences, knowledge and abilities, and networks. Besides the underlying 
personal development track, course content follows five themes, each of which consists of 
a class session with a goal to inspire and encourage critical and analytic thinking and a 
lab session in which participants work on internalizing the theory and translating it to 
their own entrepreneurial practice. By combining theory with practice, the content of 
the program is action-oriented and works on both the know-why of entrepreneurship 
as well as the know-how. Afterwards, external coaches can be consulted to further develop 
entrepreneurial skills, or to simply reflect on the participants’ progress as entrepre-
neurs. The pitch that signals the end of the program is focused on defining and delivering 
the entrepreneurs’ personal story. This story is the basis on which the entrepreneur 
should be able to convince others of the intricate value of the undertaking, explaining 
who they are, what they aspire, and why others should participate in this story (cf. the idea 
of self-selection in effectuation theory).

3. Teaching Methods
Literature states that: ‘Entrepreneurial learning primarily consists of ‘learning by doing’ 
(Smilor, 1997), problem solving and discovery (Young & Sexton, 1997) and feedback and 
mistakes (Gibb, 1997)England. This paper begins with a review of the present concerns to link 
training with competitiveness in the United Kingdom and Europe. It notes that many 
of the issues raised in this respect are over 20 years old. It suggests therefore a new way to 
approach the problems, namely by considering the learning needs that will reduce the 
transaction costs of the small firm operating its stakeholder environment. After defining 
the concept of learning it makes the distinction between contextual learning (via expe-
rience and is, therefore, experiential in nature’ (Haase & Lautenschläger, 2011, p.152). 
In other words, the development process of an entrepreneur is best enhanced by 
using ‘experiences’ of those entrepreneurs in their own context. Honig, Davidsson & 
Karlsson (2005) arrive at the same conclusion based on the effectuation logic. Young 
entrepreneurs learn best by adapting the development process to their experiences 
and progress incrementally. Experimentation and taking small steps are important. 
Scientific learning or systematic, causal learning have little or no effect. However, this does 
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not indicate that programs should offer experiences ‘at random’ (Kirschner, Sweller, 
& Clark, 2006). To enhance entrepreneurial learning, the Creative Jumpers program 
brings together entrepreneurs from different creative disciplines. In such, the program 
aims to build a common ground in the fact that they are all young entrepreneurs with 
similar experience levels, in related disciplines, enabling a high level of transfer of 
knowledge and ideas facilitating learning from each other’s experiences. Furthermore, 
participants are selected on their openness and willingness to share their experiences 
and ideas within the classroom settings, which is also emphasized in the rules charter of 
the program. Autobiographical sharing of experiences, coupled with directly applying 
new theories and concepts (learning by doing) in the lab sessions leads to an intimate 
setting in which reflection on entrepreneurship and your own role as entrepreneur is 
encouraged. By designing a program that provides a guided, challenging, yet safe envi-
ronment in which experiences and feedback are combined with entrepreneurial devel-
opment theory, a process is started that enhance the integration of new (personal) 
thinking patterns and theoretical insights into the entrepreneurs’ identity, building 
a strong foundation of (self-awareness regarding) the entrepreneurs’ personal means 
(bird-in-hand principle). 

		  Conclusion and Discussion
This article serves a dual purpose. On the one hand, it attempts to further investigate 
the specific entrepreneurial behaviours of creative entrepreneurs. Based on our - 
albeit limited - research sample, it seems as predicted that the effectuation logic does 
have natural linkages with the manner in which creative entrepreneurs inherently behave. 
Even though research on this linkage is still rather underdeveloped, indications are 
present that these entrepreneurs have a specific set of behaviours that might not be 
best captured by standard models of entrepreneurship. Many interesting research 
questions still remain, for instance whether this preliminary finding holds for larger 
samples, whether there are specific instances in which these entrepreneurs deviate 
from this observed pattern of behaviour, etc. 

The value of the undertaking of this current research lies in the second purpose of 
this article, which focused on the translation of these practical insights for educational 
purposes. A deeper knowledge of the way creative entrepreneurs operate within their 
very specific contexts, gives valuable insights that can be used in training and guidance 
purposes on the one hand, and in mutual understanding and the creation of common 
language on the other. This study is a first indication on the proximity between effec-
tuation and creative entrepreneurship, based on a relatively small selection of cases. 
In further research, the research sample can be extended to further our understanding 
and to find a stronger base for conclusions. Furthermore, future research can focus 
not only on relation between effectuation and creative entrepreneurship, but can also 
investigate if all parts of the effectuation process as described by Sarasvathy (2001) are 
represented in equal importance, or whether there are specific differences in the case 
of creative entrepreneurs. Furthermore, the research can be extended by combining 
the results with intervening factors such as the life stage of the enterprises, creative 
sectors or clusters.
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		  Abstract
Entrepreneurship education at the undergraduate level is most often situated in 
business schools. Their pedagogy involves case methodology and a capstone course  
in entrepreneurship towards the end of the curriculum. There is little emphasis on 
the development of skills to deal with the wicked nature of societal problems. This arti-
cle explores how entrepreneurship education, with rigorous course work in human-
ities disciplines and which embeds design thinking, prepares individuals for social 
innovation.

We contend that such education develops the hard business skills and the soft skills 
– to live with uncertainty, ambiguity, communicate effectively across cultural contexts, 
create opportunities, empathize, design the business, and leverage failures – necessary 
to create sustained social, cultural and environmental value. We begin by outlining  
the characteristics of social innovation and the importance of entrepreneurship to 
promote it, followed by discussion of a model which addresses the lacunae of current 
entrepreneurship education with regards to social innovation.

		  Introduction
While the economic development of the past century has led to growth, it has also 
resulted in issues of social exclusion, inequity, and environmental degradation. 
These issues cannot be effectively addressed by simply using outdated models of 
the past: today’s problems are complex, highly interconnected, and characterized by 
ambiguity, and it is not always possible to conclusively formulate the problem and 
the solution independent of each other. Not only does innovating solutions involve 
the birth of ideas, their development and, finally, their utilization through products 
and services (Westley, 2008), but also generating an agreement between multiple agencies 
on both the issues and the solutions (Hagoort, Thomassen, & Kooyman, 2012).

Design Thinking, which involves an active search for a fit between problems and 
possible solutions (Buchanan & Margolin, 1995; Cross, 1995; Margolin, 1995), 
offers an approach to innovating for social change. The search is intended to gain 
insights, broaden our understanding, and continually refine understanding of the 
problems while generating insights and remaining alert for emergent solution ideas. 
Development of these ideas and their provision as products and services requires 
innovation and risk-taking, i.e. entrepreneurial skills. Educating for this form of innova-
tion requires new pedagogies: in contrast to the past half century, the new generation 
of entrepreneurship education needs to include humanization (Ipsos Public Affairs, 2014) 
to make individuals comfortable with ambiguity, uncertainty, and the complexities 
associated with social innovation. 
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This article presents one such model, where entrepreneurship education grounded in 
the humanities and which employs Design Thinking. On the one hand, the course 
work in humanities leads to the development of social, intercultural, and conceptual 
competencies necessary to be comfortable with the complexities surrounding social 
innovation; on the other hand entrepreneurship courses directed at solving societal 
problems enable students to practice innovation and risk-taking.

		  How is Social Innovation Characterized?
The past century’s innovations in the fields of science, technology, and business have 
solved several of humanity’s problems. However, these innovations have also resulted in  
newer and more complex problems that we now face as a global society (Ehrenfeld, 2009). 
The crises we face today are much more nuanced, larger in scale and scope, and inex-
tricably linked. Our collective challenge in the 21st century is to create a safe and just 
space for humanity to thrive. It requires that we address grand challenges such as ending 
extreme poverty and hunger, achieving universal primary education, and promoting 
gender equality in inclusive ways while achieving environmental sustainability. Newer 
approaches (i.e., different from the ones which created these problems) are necessary 
to address these crises. Rodin, (2013) states that approaches in which the goal is to 
‘make our world more resilient than it is vulnerable, to do what we can to reduce the shocks 
and disruptions; and most important, to ensure that all people, particularly the poor, 
can withstand that which we cannot prevent’ are necessary. 

Such innovations, also called social innovations, are radical and novel: they challenge 
the basic routines, resources, and authority flows and beliefs of the social system 
(Dees & Elias, 1998; Guclu, Dees, & Anderson, 2002; Westley, 2008). Social innovation 
is different from most other forms of innovation, since social system changes are slow 
to develop and the results are often only seen in the long-term. The process of social 
innovation requires intense and extended cross-sector collaboration (Alvord, Brown, 
& Letts, 2004; Mair & Schoen, 2007; Wei-Skillern, Austin, Leonard, & Stevenson, 2007), 
and it needs to address the interdependencies of social and planetary boundaries for 
sustenance (Raworth, 2012).

Social innovation is similar to dealing with wicked problems where innovators have 
to engage in an iterative process of idea generation until a solution agreeable to all 
collaborators is developed (Brown & Wyatt, 2010; Sarasvathy & Simon, 2000; York, 
Sarasvathy, & Larson, 2009). Social innovators need to be comfortable with ambi-
guity and uncertainty, must have the skills of negotiation and persuasion, and stay 
focused on the long term sustained change. This requires knowledge of and capabilities 
drawn from the discipline of Design Thinking (Hagoort et al., 2012) and humanistic 
approaches.

		  Entrepreneurship for Social Innovation
Entrepreneurship, defined as bringing unique ideas to fruition by inspiring others’ 
imagination, is a key resource for social innovation. It is about generating and develop-
ing creative solutions to everyday problems and creating value for others. Social innova-
tors’ motivations originate from the dissatisfaction with a societal situation (Guclu et al., 
2002) and they act entrepreneurially to change the status quo. Entrepreneurs do not 
stop at conceptualizing and designing creative solutions to problems: instead, they 
take risks throughout the entire lifecycle of creating and developing an enterprise. 
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Their task is to bring their creative ideas to market in the form of products and  
services, to generate profits, and to scale the enterprise appropriately. Frequently market 
entry does not return the desired profits, or the products and services do not have  
the desired uptake, causing financial and reputational losses for the entrepreneur. Consider 
a typical social innovation lifecycle such as that illustrated in Figure 1. It requires taking 
risks, often much more complex because it involves agreement amongst diverse and 
multiple stakeholders (Brush, Greene, Hart, & Haller, 2001). In addition, due to 
the fact that the non-profit community tends to be less forgiving of failures with mar-
ket economics, social entrepreneurs as innovators carry a heightened reputational risk, 
should the endeavour fail.

Figure 1 Social Innovation Life-cycle (Westley, 2008)

Social innovation is a collaborative process from the onset: over and above the devel-
opment of products and services, it requires working together with an ecosystem 
of actors to produce and maintain alignment of goals (Wei-Skillern et al., 2007). 
Entrepreneurial approaches employing market mechanisms to generate income must 
not only compete in the marketplace, they must also align and collaborate with agencies 
having the common goal of social change. This requires social innovators to swiftly 
navigate the ambidexterity (Dees & Elias, 1998; Katre, Salipante, Bird, & Perelli, 2012): 
between competing and collaborating; attending to those stakeholders focused on 
business performance and also those who prioritize improving the social situation; 
and have decision processes which are able to balance short-term profit-generation 
goals with the goal of producing social value, which often happens over the long term.
 
In summary, educating entrepreneurship for social innovation needs to adopt inten-
sive humanistic approaches to effectively work within an ecosystem of stakeholders, 
including the beneficiaries of social change. There is an increasing recognition of 
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the inadequacies of traditional entrepreneurship educational programs with pedagogy 
based in prediction logic only (Neck & Greene, 2011). Several new educational 
programs have been launched in the past decade (while additional new programs con-
tinue to arise), some of which are focused on social innovation. However, majority of 
these programs are situated in business schools with a minimal emphasis on devel-
oping those specific skills necessary for social innovation. The next section outlines 
a model for entrepreneurship education offered through the B.A. degree in Cultural 
Entrepreneurship at the University of Minnesota, Duluth. The primary purpose of 
their entrepreneurship education is social, cultural, or environmental value creation, 
and the learning equips students with the skills most needed for social innovation.

		  A Model for Entrepreneurship Education for 
		  Social Innovation
There are several ways in which the team innovating for social change can ensure a com-
prehensive base of skills. Often successful entrepreneurial endeavours are headed by a 
team of cofounders (Barringer, Jones, & Neubaum, 2005). One may argue that a situa-
tion in which the team collectively possesses the totality of skills, with each cofounder 
specializing in a specific knowledge base, is sufficient for the entrepreneurial endeavour.
This model is plausible but requires social innovators to be cognizant of the needs, 
proactively look for complementary skills in the making of the leadership team, and be 
able to deploy the right skills for the right job. However, it may be challenging for, say, 
a technocrat to comprehend the skills of an anthropologist and the complementary 
role such individuals can play in the entrepreneurial process for social innovation, 
let alone have the right people in the network to find one. The model outlined in this 
article systematically develops awareness of, and the basic capabilities pertaining to, 
the various skills through an integrated experiential learning program. Figure 2 shows 
the model underlying cultural entrepreneurship education where learning is centred 
in social, cultural, or environmental problems in the local community (or even a grand 
challenge) with which students can empathize. At the core of the program is the study 
of humanities and developing conceptual competencies augmented by entrepreneur-
ship courses. Pedagogically this model assumes that Design Thinking skills are best 
developed contextually rather than being offered via standalone courses. As a result 
Design Thinking is integrated into both humanities as well entrepreneurship courses. 

Figure 2 Foundations of the BA Degree in Cultural Entrepreneurship
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-	 Creativity & Design
- 	 Empathy
-	 Symphony
-	 Play
-	 Story
-	 Meaning

The most significant learning outcome of the program is entrepreneurship for social, 
cultural, or environmental innovation as a ‘method,’ (Neck & Greene, 2011) wherein 
the measures of success include both kinds of innovation attempts – those which 
take off successfully and those which turn out not to be viable. Figure 3 outlines typ-
ical undergraduate coursework along two main streams: Humanities-related and 
Entrepreneurship- and Business Management-related. Next, a separate discussion on 
each component of the model can be presented, starting with Design Thinking, since 
it forms the fabric which holds both components of the model together.

Figure 3 Typical coursework for the Cultural Entrepreneurship degree

		  Design Thinking for Social Innovation
Design has been historically thought of as a purposeful behaviour focused on giving 
form to concepts, giving order to physical things, or the making of objects or intangibles 
(Alexander, 1973). This discipline of design deals with objects. Contrarily, (Simon, 1996) 
others view design as a rational set of procedures intended to solve ill-structured problems  
and accommodate objects which do not figure in this conception. (Dorst & Cross, 2001)
(Dorst, 2011), suggest that design is the process of co-evolution of the problem and 
solution spaces using a repertoire of both creative and analytical practices (Dorst, 2011; 
Hagoort et al., 2012). The context for social innovation is both a problem (dissatisfaction 
with a particular societal situation) and a vision of the desired state. The features of 
both current and future states are subjective interpretations wherein individuals’ goals 
(and the process to achieve the end state) can differ significantly from one individual to 
the other. The problem-solving process requires accommodating shifts in the under-
standing of the problem and the solution. Effective solution design requires individuals 
with different levels of expertise to integrate knowledge from a wide range of domains, 
and to transcend extreme perspectives and swiftly navigate the paradoxes (Dorst, 2006), 
in this case of business and social good.
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		  Social Concerns
Consider the case of poverty and the lack of sustainable livelihood for residents in 
a village which has a rich heritage of ethnic crafts. Craft designers, entrepreneurs,  
local NGOs, and government and village leaders may all be unhappy with the current 
situation and interested in developing sources of sustainable income for villagers. 
However, each may have different perspectives on topics such as the causes of the cur-
rent situation, how poverty is affecting the lives of the villagers, what the villagers are 
doing about it, whether change will be adopted by the villagers, and so on. They may 
also have different views about income generation such as employment, providing 
subsidies, promoting self-employment, entrepreneurship, and cooperative entrepre-
neurship. The actors’ knowledge and prior experience play a crucial role in informing 
various dimensions of the current situation, as well as framing the problem and 
the solution. Similarly, actors from different domains may view the problem differently. 
For example, engineers may look at it as lack of access to and/or training in modern 
technology; business people may think of market access as the central issue; and policy 
makers may think of the lack of sound minimum wage policies as a prime issue. 

A process, whereby concerned actors engage in collaborative and cooperative analysis 
of the situation; which allows actors to get close to the situation, establish a rich under-
standing of it, gain first-hand experience of the problem, and enable the development 
and adoption of multiple ‘frames’ (Dorst, 2006; Dorst, 2011) can lead to articulating 
a sustainable response. These methods are central to Design Thinking as defined by 
(Dorst & Cross, 2001), and offer practical approaches necessary for social innovation.

In the various humanities related courses (Figures 2), instruction is focused on 
the development of skills such as creativity, thoughtful analysis, ingenuity, empathy, 
collaboration, systems thinking, experimentation, problem-solving and sensitivity to 
cross-cultural contexts. The courses challenge students to move outside of their existing 
comfort zones and to recognize the value of that exploration. It helps students under-
stand the importance of diverse ideas, and to convey that understanding to others.  
Courses such as Cultural Anthropology, American Indian Families and Society,  
the Geography of Religion, Intercultural Communications, and Women, Race and 
Class emphasize the development of listening skills, empathy, whole-systems thinking, 
and collaboration. The instruction creates a lasting, permanent, and integrated connec-
tion between the student, their own skills, and the social contexts. As an example 
the course titled ‘creative problem-solving’ involves a series of ‘different’, where students 
are challenged to identify and change their own cultural, habitual, and normal pat-
terns of behaviour. Beginning with a prompt (e.g. ‘Eat something different’), learners 
recognize their limits and overcome them. They are encouraged to understand that 
creativity is based on societal norms, and that, by its nature, it will differ from and be 
discouraged by society. In this course, the persistence of the creative person is developed 
through practice. Additional Design Thinking practices are discussed in the next 
two sections.

		  Humanities Education for Social Innovation
Humanities, the branch of learning concerned with human culture, involves disciplines 
such as languages, literature, archaeology, cultural studies, history, geography, 
psychology, sociology, politics, and religious studies. Nussbaum (2012) associates 
the following attributes with the study of humanities and the arts: the ability to think 
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critically, transcend local loyalties, approach world problems as a ‘citizen of the world’, 
and imagine sympathetically the predicament of another person. Humanities educa-
tion develops skills in individuals which enable them to engage with the world, 
contextualize information, and communicate effectively across cultures.

To bring about alignment between the goals and actions of multiple actors, social 
innovators need to collaborate, negotiate competing interests, and work through 
high-levels of ambiguity. It requires that social innovators understand human relation-
ships, develop an appreciation of diverse points of view, have knowledge of languages 
and cultures to effectively communicate across these cultures, and know the relevance 
of contexts while understanding the problem domain and developing solution ideas. 
These skills are acquired through the study of psychology, anthropology, languages, 
and literature (Nussbaum, 2012; Small, 2013). 

Social innovation requires resilience when those involved need to look at broader 
interconnections between the components of a whole, and at the impact a solution 
might have on each component. It also requires the actors to engage in a balanced 
top-down and bottom-up approach to craft innovative solutions (Westley, 2008). 
Liberal education is the foundation for these skills. Further analytical tools from 
applied anthropology, sociology, and politics – such as situational analysis, PEST 
(political, economic, social, and technological) analysis, social network analysis, and 
power analysis, among others – are useful in collaborative solution development for 
complex social issues (Ipsos Public Affairs, 2014). Social innovation requires empa-
thizing with the beneficiaries as well as other agencies in order to generate rich contexts 
in which to situate the problem. In addition, it requires a playful environment to generate 
unfathomable and creative responses to the social issue. Such conceptual competencies 
as empathy, storytelling, play, design, meaning, and symphony (Pink, 2005) are best 
developed through arts and humanities education.

In the model presented (Figure 3), students study a wide variety of Liberal Education 
(LE) courses during their Freshman and Sophomore years, which sets these students 
up to be lifelong learners and globally engaged citizens. It provides the foundation 
for critical thinking, problem-solving, deductive reasoning, creativity, and written and 
oral communications. The LE course work is followed by 10 courses across various 
conceptual competencies and from across humanities disciplines for deeper under-
standing and application of the foundational skills. In addition, the study of two foreign 
languages (one up to the advanced level and the other to the beginner level) helps 
develop language competencies as well as the skills to engage in cross-cultural contexts.

		  Entrepreneurship Education for Social Innovation
Entrepreneurship education has to teach hard skills (those of strategy, finance, human 
resources, marketing, and operations, among others), as well as soft skills (to live with 
uncertainty, identify or create opportunities, make decisions, empathize, design the 
business, and leverage failures). Teaching entrepreneurship is about teaching the individual 
to pursue a life-path, not just a career (Neck & Greene, 2011). Most entrepreneurship 
education is based on one or a combination of three different approaches. 
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1.	 The first advocates that entrepreneurs have specific traits, the presence or absence 
of which can be diagnosed, but the traits themselves are not teachable. In this 
approach students see entrepreneurship as a box in which they do or do not fit.

2.	 The second is a causal process-oriented approach which emphasizes planning and 
prediction, and which teaches students opportunity evaluation, feasibility anal-
ysis, and business planning, thus laying the foundation for linear thinking and 
emphasizing secondary research. 

3.	 The third is an approach based in cognition, and which teaches how to think 
entrepreneurially. This pedagogy teaches entrepreneurial decision-making using 
simulations, case studies, narratives, and exercises directed toward the search for 
opportunities.

 
More recently, entrepreneurship has been seen as a ‘method’, consisting of a body 
of skills and techniques to help students understand, develop, and practice, linking 
their personal motivations with desired outcomes or their own measures of success. 
Pedagogically, it means teaching a way to think and act simultaneously by iterating 
between the two sets: (1) to understand, know, and tell, and (2) use, apply, and act. 

This pedagogy is also suited in the context of social innovation, but with a subtle twist: 
the desired outcomes or measures of success are not those of the individual entrepre-
neur but, rather, of all key stakeholders. As suggested by (Neck & Greene, 2011), 
while learning a method it is necessary that novices gain early exposure to venture 
creation so as to empathize with the entrepreneur. 

Internalizing soft skills such as empathy, confidence, and overcoming the fear of failure 
requires repetition in various contexts. A capstone course at the end is inadequate. 
Entrepreneurial learning outcomes are achieved when courses are designed to practice  
these skills along various stages of venture creation – those of pre-conception, conception, 
design, and building. Such course design provides students with opportunities to 
experience uncertainties, navigate unknown territories, and learn to live with ‘ups and 
downs’ at each stage as well as to understand the interconnectedness of these stages 
and develop unique styles to deal with situations. A critical component of the pedagogy 
is reflective practice embedded in day-to-day instruction.

The model (Figure 3) is designed such that a typical student develops entrepreneurial 
thinking and action along two parallel tracks: 

1.	 First, students learn the basics of operating a business through a Business 
Administration Certificate consisting of courses in marketing, finance, human 
resource management, accounting, and operations, among others. Students take 
these courses during their Sophomore and Junior years. 

2.	 Second track is a sequence of courses to experience the stages of entrepreneurship 
starting from Freshman through Senior years. 

 
Pre-conception stage is about developing the ability to identify cultural, social, or 
environmental issues; navigating various dimensions of these issues; and applying 
Design Thinking for ideation. In the conception course, students learn the impor-
tance of empathizing with customers and beneficiaries, and learn that their search for 
solution involves pivoting several times as new insights are generated, and until  
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a fit between a problem and its solution is found. Using ethnographic, semi-structured 
interviews and empathy-map, they generate insights to inform the problem and  
solution domains. The course for design stage teaches students skills related to exper-
imentation, rapid and frugal prototyping, failing fast and often (but in small scope), 
and, more importantly, the skill to learn from the failures. During their Senior year, 
students are encouraged to pursue year-long entrepreneurial apprenticeships with 
non-profit, businesses, or public-sector enterprises. By integrating various Design 
Thinking practices, these courses allow students to recognize and develop their own 
entrepreneurial capabilities for social innovation.

		  Conclusions
This article set out to explore various dimensions of social innovation and the role of 
entrepreneurship in promoting it. Recognizing that educating for this kind of entre-
preneurship is different, a model which employs Design Thinking and is based in  
the humanities is presented. The model is one in which students learn Entrepreneurship 
for Social Innovation as a method (not as a linear process), and in which the measures 
of success consist of entrepreneurial attempts that fail, not just those which appear to 
take off. While this model has strong theoretical foundations, it is expected that longi-
tudinal control studies measuring the development of core skills over time will validate 
the contribution of humanities coursework and Design Thinking. Such studies will 
also help advance theories of entrepreneurship education. Findings from comparative 
studies which track the creation and success of entrepreneurial ventures for Social 
Innovation, started by alumni of the program, and those from a control group can 
make direct pedagogical contributions. 

While successful entrepreneurial ventures resulting from the program and/or created 
by the alumni directly contribute to solving societal issues, failed attempts should also 
be viewed as contribution: they teach as much, if not more, for subsequent social inno-
vation attempts. Employers of the entrepreneur apprentice benefit from the program 
as these skills are brought to bear to solve their organizational issues. Entrepreneurship 
in which the pedagogy is that of a method, whether for social innovation or other 
purposes, aids the workforce readiness of the students. Having developed hard and 
soft skills through thinking and acting, students are suited for jobs related to business 
development as well as new product or service launches, and for intraprenuerial initiatives 
within private, non-profit, and public sector institutions. Specific cross-cultural, stake-
holder management, collaboration, and negotiation skills developed during the prac-
tice of Social Innovation make the students ready for jobs in international non-profit 
organizations and in the corporate social responsibility domains of private enterprises.
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		  Abstract
Arts and cultural management programs have typically focused on the management 
of organizations. Arts and cultural entrepreneurship adds a new dimension. It needs  
an emphasis on the freelance, self-employed, and micro-level landscape that has not 
heretofore been a priority. The focus on arts and cultural organization management has 
occurred across fields as well as across the local, state, and national terrain. However, 
the local level is an especially important context for arts and cultural entrepreneurs. 
We have become increasingly aware of the size and significance of this aspect of 
the creative economy. In arts and culture enterprises, some follow a growth path and 
grow from a micro-enterprise. Into an emerging organization, and eventually become 
an established arts or cultural organization. Others aim to stay small and either work 
in collective or cooperative small groups while defining success as the ability to balance 
artistic creativity with economic sustainability.

Management reform proponents tend to assert that arts and culture needs to be more 
business-like, and cultural entrepreneurship can be regarded as a recent example of 
this belief. From this viewpoint, being more business-like is the Promethean Fire - 
the utility that will solve all problems. But the embers of business-like practice cannot 
be fanned into arts and cultural entrepreneurship flames, unless they are adapted, 
and that adaptation needs to be grounded in different value assumptions and trade-
offs between the cultural and economic benefits that guide the creative economy. 
The risk and uncertainty inherent in creative enterprise means that we need to teach 
adaptability. Rather than the business approach of best practice, we need to teach our 
students how to aspire to ‘smart practice’, which includes flexibility, opportunity spotting. 
Innovation, and a kind of creative cost-benefit analysis.

		  Introduction
Most artists don’t think of themselves as entrepreneurs. Yet many of the skills that they 
excel at in creating their artwork are similar to the skills that business entrepreneurs 
use. Most business entrepreneurship programs focus on how to create new ventures 
and have an exit plan. Artists often create new artworks without a market or business 
plan, do not culminate with an exit strategy, and look to build a sustainability strategy 
for their new product. Arts entrepreneurship educational programs tend to focus on  
the specific management skills and tactics needed in the creative industries. Such programs  
are less focused on the fact that arts entrepreneurs tend to employ a greater variety 
of strategies than the typical business program. For example, arts and cultural entre-
preneurs not only focus on new venture creation but also frequently engage in social 
and cultural heritage entrepreneurship. Social entrepreneurship uses the arts as a key 
resource to achieve social goals. Cultural entrepreneurship uses heritage and cultural 
diversity as key assets (Aageson, 2008; Kellogg, 2010). Furthermore, arts entrepreneurs 
commonly engage in creative recombination of business management tactics, skills, 
and resources as they take into account the influence of disciplinary and locational context.

Margaret Jane Wyszomirski 
Shoshanah Goldberg-Miller
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Indeed we might better understand arts and cultural entrepreneurs, particularly those 
of the non-profit sector, as engaged in a dual leadership venture: in new product  
creativity on the artistic side and in entrepreneurial business management on the other. 
Artists and arts managers are adept at opportunity spotting on the creative side, looking 
for new ways to work and to create new artworks. Arts entrepreneurship is typically 
about new artistic products and services. Arts and cultural entrepreneurship can also 
focus on new venture creation or new revenue streams as well as intrapreneurship 
within existing organizations. Yet on the management side, artists and arts managers 
are less facile at seeing or developing opportunities. An arts and cultural entrepreneur-
ship program should help train artists and cultural managers to promote the fruits of 
their creative impulses, to cultivate partners and networks, and to adapt their innovative 
skills and habits of mind to the business side.

Arts and cultural entrepreneurship requires both artistic creativity and managerial 
innovativeness. It is common to worry that business considerations might constrain or 
direct artistic creativity. This is to confuse purpose with various means of supporting 
and sustaining the core artistic vision. More clarity is achieved if we accept that the arts  
and cultural entrepreneurship construct actually operates at five levels: (1) vision,  
(2) strategy, (3) tactics, (4) the personal level, and (5) the contextual circumstances. 
The basic value assumptions of arts and cultural entrepreneurship necessitate, at the 
least, an adaptation of business teaching techniques. Each level requires pedagogical 
adjustments, and as this field continues to develop and mature, these teaching tech-
niques are likely to become more codified. We have offered an overview of this multi-
level construct drawn from the literature to provide definitions of the different levels 
and examples of approaches used on various levels. We then present a deeper discus-
sion of the strategic level and the urban/city context. 

		  Understanding Arts and Cultural Entrepreneurship 
Many arts supporters, both public and private, have called for the cultivation of arts 
and cultural entrepreneurship as a solution to many funding concerns: as a way of 
fostering the sustainability of arts, cultural and heritage organizations; as a source of 
greater independence for individuals in the creative economy; and as a key compo-
nent of developing creative cities. Additionally, many institutions of higher education 
have called for the expansion of the curriculum for artists and other cultural profes-
sionals into arts and cultural entrepreneurship. Despite these demands, it is broadly 
recognized that there is little agreement about either the definition of arts and cultural 
entrepreneurship and its practice or about how it might best be taught (Beckman, 2007; 
Roberts, 2013).

Many definitions seem to focus on new, microenterprise venturing, portfolio career 
self-management (sometimes referred to as career transitioning), and being entrepre-
neurial (Bridgstock, 2012). In a review of the pertinent literature, Wyszomirski and 
Chang (2014) found that many other meanings were also offered. These included 
opportunity spotting, marketing, technology adaptation, change management, crafts 
and rural heritage development, the acquisition of business skills, networking,  
creative economy partnerships, and even cultural policy entrepreneurship. Some asked 
whether arts-based social entrepreneurship is another facet of arts and cultural entre-
preneurship. Still others contend that non-profit arts and cultural organizations are 
inherently entrepreneurial because they constantly recombine sources of revenue as 
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part of their business model (Mulcahy, 2003). Conversely, others argue that efforts 
to cultivate arts and cultural entrepreneurship will result in greater commodification 
and marketization of the creative sector. Amidst such ambiguity about the definitional 
starting point of arts and cultural entrepreneurship, how are researchers, educators 
and practitioners to bring any structure to this subject?

Effective teaching requires students to appreciate the macro and micro views - 
to understand the holistic view and the relation of more specialized topics to one 
another, as well as seeing the big picture. Thus, after understanding the larger concept, 
students then can focus on learning how each level contributes to the effective practice 
of arts and cultural entrepreneurship and how all of the levels are integrated. 

A comprehensive definition of arts and cultural entrepreneurship operates simulta-
neously at five levels: Goal/Purpose, Strategy, Tactics/Tools, Personal Characteristics, 
and Contextual Elements. 

1.	 The overall purpose of arts and cultural entrepreneurship is to enable cultural 
workers to achieve greater self-sufficiency and autonomy by cultivating their 
capacity for adaptability and sustainability and to produce not only economic 
value through their artworks but also cultural, social and/or community value.

2.	 This purpose can be advanced through a variety of strategies: through new 
venture creation as independent microenterprises or as organizational projects; 
as arts based social entrepreneur activities (Neck et al, 2009); through the creation 
of new artistic products or services; or through promoting policy change through 
policy entrepreneurship. 

3.	 Any of these strategies can be pursued through a set of tactics, which include 
using a new invention or technology; developing new markets; finding new ways 
of securing resources or new ways of mixing existing resources (Mollick, 2014); 
developing new ways of producing or distributing arts or cultural products; 
developing and exploiting networks (Jackson & Oliver, 2003); cultivating new and 
varied partnerships; finding ways of cost-savings and/or making do with what 
they have (bricolage) (Preece, 2014), or cultural policy entrepreneurship that can 
affect the legal and economic circumstances within artists and arts entrepreneur-
ship operate (Goldberg-Miller, 2015).

4.	 The ability of an individual to envision and carry out any combination of these 
strategies and tactics are facilitated or hindered by personal attributes and skills, 
that may occur naturally or that can be learned and refined. Commonly identified 
characteristics include tolerance of failure, tolerance of risk, persistence, and flex-
ibility. Frequently noted skills include opportunity spotting and sociability that 
enables network building (Essig, 2013; Pollard & Wilson, 2014). Leading students 
through leadership self-assessment exercises often is an effective teaching device 
for understanding this level.

5.	 These personal qualities also facilitate or hinder an individual’s awareness of 
context. Including the ability to spot trends and changes; to discern the possible 
impact of such context developments to produce opportunities, to prompt adaptation, 
and/or to need recombination.

 
Much of the research on art and cultural entrepreneurship has focused on the explo-
rations of tactics—on reaching new markets and reaching them in new ways; on using 
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Internet and social networks to deliver and promote the distribution of the arts via 
digital technology; on the benefits and processes of cultivating partnerships between 
arts and cultural organizations as well as non-arts actors; of crowdsourcing methods 
of fundraising; and of turning bricolage into an innovative production approach. 
While better understanding of these tactical tools of implementation tell us how arts 
entrepreneurs can act effectively, they do not help us understand (or teach) how to 
think entrepreneurially. More specifically, researchers, educators and practitioners 
need to deepen knowledge of how strategic considerations interact with the skills of 
opportunity spotting and network building. We also need a better understanding — 
particularly as it concerns local conditions as well as differences among art forms and 
creative industries — of how context influences risk management, opportunity spotting, 
and the composition of networks.

According to this multi-level perspective, arts and cultural entrepreneurship can be 
regarded as a dynamic system of recombinations that draws upon and integrates ele-
ments of all five levels. There are many gaps in our current understanding of how each 
of these levels work, how they interact, and the impact of both context and personal 
characteristics on individual arts and cultural entrepreneurs. 

		  The Strategic Level of Arts Entrepreneurship
David Throsby (2001) has been a leading proponent of the dual value of arts and culture, 
arguing that such a defining characteristic of such activities, products and services is 
their dual value—meaning both economic value and cultural value. Economic value 
may lie directly within the income earned from artistic products or indirectly induced 
through economic development, through cultural tourism, or through the value added 
to non-arts products and activities through design. In turn, cultural value includes 
both intrinsic and instrumental components. Intrinsic cultural value is aesthetic and 
often perceived primarily by individuals. Instrumentally, cultural value can take many 
forms, such as social change, educational impact, heritage preservation, place branding, 
or social cohesion and mutual understanding. Furthermore, decisions about the rela-
tive mix and importance of such dual value creation are a central concern of shaping 
the strategic level of arts and cultural entrepreneurship. 

It is not rare for analysts of arts and cultural entrepreneurship to focus on one strategy 
without recognizing that that it is not the only possible strategy. Considerable attention 
has been focused on the creation of new, artist-based micro-enterprises. This follows from 
trying to transfer business thinking directly to non-profit arts and from the recent cul-
tural policy focus on finding new ways to support and assist individual artists, as public 
fellowships for artists have become scarcer. It also relates to recent policy emphasis on 
arts-driven place making and culture-led urban development. Such an entrepreneurial 
strategy relies on enhancing business tactics to support artistic creativity and can focus on a 
goal of sustainability, of growth, or of profitmaking (i.e. in the commercial arts industries).

Alternatively, cultural heritage-driven enterprises could be new or established ventures 
that seek to employ a range of entrepreneurial tactics not only to financially support 
crafts and culturally specific activities, but also to pursue a social mission, such as 
preservation, skill development and survival, group identity, and/or community  
recognition (Aageson, 2008). This approach is evident in the Louisiana cultural 
economy report, which builds around heritage resources displayed in architecture, 
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literature, music and culinary arts (Mt. Auburn Assoc., 2005). Cultural heritage entre-
preneurship may also consider the generation of financial value as a means to 
community change by helping to improve family conditions, educational attainment, 
or social mobility (W. K. Kellogg Foundation, 2010).

This brief discussion of the strategic level of arts entrepreneurship demonstrates both 
that strategy often involves the key entrepreneurial process of the combination and 
recombination of pre-existing elements in novel ways that involve a measure of risk 
(Schumpeter, 1983).

		  Contextual Circumstances: The Local Level
Teaching arts and cultural entrepreneurship means informing students about the variety 
and kind of decisions that will need to be made once they are in the field. As burgeoning 
arts and cultural entrepreneurs contemplate their creative business ideas, it is import-
ant that they develop an understanding of the context in which these strategies exist, 
as well as learning how to design entrepreneurial initiatives (Neck & Greene, 2011). 
Perspectives on the home city or region’s economic framework, issues of place, worker 
and consumer profiles, and policy frameworks are essential tools in creating a viable 
business strategy as well as in building a successful and sustainable enterprise. Thus, local 
context is not a singular concept but rather a compound that includes the particular-
ities of local community context, the urban framework, and considerations of strate-
gic choice. Entrepreneurs must develop an awareness of the contextual circumstances 
within which they function and develop familiarity with the background of the business’ 
urban or regional general economic condition. The case study method, based on inter-
views, focus groups, and ethnographic studies can be a particularly effective teaching 
tool to illuminate and understand the effects of local context. 

Many arts and cultural enterprises can be seen as being a part of the social enterprise 
landscape. In which the business strategy has business as well as social or cultural 
goals. This context combines the economic and public good or social purpose aspects 
of business development, fostering an integrated approach that reflects the inherent 
goals of seemingly dissimilar objectives into a new kind of profit maximization; one 
which embraces the triple bottom line of economic health, organizational sustain-
ability, and cultural accountability (Matthew, 2008; Wyszomirski, 2014). This kind of 
blended social purpose and economic vitality gives the arts entrepreneur a powerful 
platform through which to gain access to the policy agenda on the local level and beyond 
(Henry, 2007, p. 206).

Through an examination of what differences in customization at the local level mean 
and why it is important to understand this context, we can provide tools for arts and 
cultural entrepreneurs to overcome barriers to success. The arts and cultural entre-
preneur exists within a network of colleagues, partners and consumers and includes 
not only the arts-related organizations, but also those in the general business realm. 
Additionally, these entrepreneurs play an important role as champions not only of the 
business of art but the societal and heritage value of cultural assets. Interventions, and 
entities (Kolsteeg, 2013, p. 5). The local framework is an important part of the entity’s 
opportunity landscape, and since many arts and cultural organizations and businesses 
are located in urban settings, issues within this realm are an essential component of 
any strategic plan.
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While arts and cultural entrepreneurs concern themselves primarily with the creation 
of new products, channels of distribution, and markets, it is critical to understand 
the local context in which the entity exists (Schumpeter, 1983). Practitioners in the estab-
lished business world invariably look at the local level, and they are adept at customization. 
The local level is an especially important context for arts and cultural entrepreneurs, 
whether the product or service is being consumed in the place of origin or exported. 
A vernacular focus links arts and cultural entrepreneurship to the creative city and 
creative placemaking discourse. Within this dialogue, the outputs of arts and cultural 
individuals and businesses have been recognized as a powerful segment of the economy, 
especially in an urban setting (Markusen & Schrock, 2006). 

Arts and cultural entrepreneurs exist within a physical and economic environment, 
as well as being embedded in a social network. In an urban context, these entrepreneurs 
must recognize the value and essential role that relationships play (Groen et al, 2008). 
These include collegial exchanges, fostering relationships with consumers, and building 
bridges within the policy framework in which the entity is found. Customization at 
this local level incorporates an understanding of environmental factors and network 
opportunities, each of which provides connections to what Matthew (2008) calls 
the ‘business ecosystem’. This is especially true in the start-up phase of any cultural 
entrepreneurship venture. Groen et al (2008) recognize that oftentimes entrepreneurial 
or start-up ventures exist in an environment where numerous entities are working on 
the same idea or application simultaneously. They are part of a network landscape, 
which includes the private sector, advocacy and lobbying groups, government agencies 
and non-profit organizations. Developing an awareness of those key actors involved in 
each of these areas is critical for the arts entrepreneur, especially in an urban setting. 

As the venture progresses in its lifecycle, arts and cultural entrepreneurship students  
must learn how to collaborate, develop effective marketing and branding strategies,  
and adapt to changes in the policy landscape and the economic environment. 
Customization at the local level involves developing the skills to attract and utilize 
financial, human capital, and relationship resources in the best interests of the creative 
economy business or organization. Strategies and tactics for creating, nurturing, 
and sustaining entrepreneurial entities must take into account the assets available 
at the local level. 

		  Customization and the Urban Context
What is the urban context and how does it relate to arts and cultural entrepreneurship? 
Despite the perception that business sectors outside the creative industries have a more 
cohesive and strategic alliance among various sectors, the cultural economy in today’s 
cities has the opportunity to coalesce, specifically through the shared interests of its 
entrepreneurial factions (Kolsteeg, 2013). Operating within a socio-economic frame-
work, arts and cultural entrepreneurs often experience a disconnect between the creative 
content of their output and the managerial constructs within which they must operate in 
order to create a successful entity (Hong et al, 2012). Arts and cultural entrepreneurs 
must adapt the substantive roadmap created in the business entrepreneur lexicon, 
while situating themselves within a policy framework (Mulcahy, 2006). Arts and  
culture’s increasingly integrated place on the economic development agenda will facil-
itate the allocation of funding resources and the ongoing support by appropriate plan-
ning and regulatory frameworks (Markusen, 2014). Local policy entrepreneurs may 
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have identified opportunities for the development of interventions that can benefit the arts 
and cultural entrepreneur. Developing a relationship with these policy actors will give 
an organization or business the chance to participate in these strategies. Municipal 
actors, business leaders, elected officials, and other entrepreneurial colleagues in the 
creative sector can be a part of the entity’s local network (Adam & Kriesi, 2007, p. 144). 
These considerations are magnified in the urban landscape, as the density of people 
and place means that a plethora of issues are competing for the attention of workers, 
consumers and policymakers. 	

In order to make the most of resources, networks, policy windows and opportunities, 
arts and cultural entrepreneurs must recognize and utilize assets inherent in creative cities 
and regions (Scott, 2004). These include place-based assets, people-based resources, 
and policy-based opportunities. Place-based assets include aspects such as location, 
anchor institutions, and transportation opportunities (Rae, 2007, p. 59). People-based 
resources focus on seeing and developing opportunities through building networks, 
partnerships, and linkages (Reid et al, 2008). This is true for arts entrepreneurs within 
the freelance, self-employed, and micro-level landscapes. The development of people  
skills includes assessing and leveraging resources such as clusters of creative workers 
(Schoales, 2006), and targeting consumers including residents and visitors. Policy-
based opportunities point to municipal support, economic development policies fos-
tering creative economy interventions, and the interest and guidance of policy entre-
preneurs and policy advocates (McCann, 2013). Policy entrepreneurs in the creative 
city context can engage in cultural planning, advocate for cultural organizations, and 
leverage financial support within the non-profit and for-profit arenas (Goldberg-
Miller, 2015). Developing and sustaining relationships in the policy realm is an essen-
tial and ongoing process, and one that can be fostered through strategic planning and 
demonstration of smart practice examples within the local entrepreneurial context 
(Matthew, 2008).

		  Urban Plan, Cultural Plan
Cities have the capacity to develop the role of arts and culture within the economic 
development, brand building, tourism, and quality of life agendas by creating cultural 
plans. A cultural plan is a strategic process for a city’s arts and cultural development 
that takes place first by determining the needs and assets of a city, and subsequently 
meeting those needs resulting in the development of arts and culture as an economic 
and public good powerhouse. 

The ultimate goal of a cultural plan is to increase awareness of art and culture and 
identify opportunities in the creative economy within cities and regions. There are 
many steps cities can take in order to realize the success of these plans. Identifying 
the wide variety of community stakeholders from the three sectors and bringing them 
to the table is imperative to this process. Buy-in from policymakers, anchor cultural 
institutions, arts service organizations, entities in the for-profit and non-profit creative 
economy, civic and corporate leaders and individual artists can be established through 
community meetings, focus groups, and interviews with individuals. The process of 
establishing and implementing a cultural plan can prove to be a boon for arts and cultural 
entrepreneurs from both the non-profit and for-profit sectors, as the value and scope 
of the creative economy is brought into a policy framework, providing a platform for 
relationship building, business development, and effective advocacy.
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		  Conclusion
The burgeoning arts and cultural entrepreneurship field can learn from as well as 
contribute to the business community’s smart practices. Knowledge and innovation 
economies of today are heralded worldwide as important sources for economic 
development and financial growth, with entrepreneurship and worker mobility serving 
as hallmarks of this new paradigm (Thrift, 2010). The cultural economy, specifically 
through the development, growth and sustainability of arts and cultural enterprises, 
can be an additional engine for this kind of advancement in today’s global economy.  
Arts and cultural entrepreneurs must focus on the contextualization of their strategy,  
opportunity spotting, and the customization of their product or service to meet the 
realities at the local level and respond to the changing demands of the urban marketplace. 

Arts and cultural entrepreneurship education needs to identify the strengths inherent 
in the creative economy, such as adaptability. Innovation, and resilience, then blend 
these with the business community’s focus on strategic thinking and customization. 
The business world and the arena of social change have long possessed the ‘fire’ of 
entrepreneurial knowledge and practice. Arts and cultural entrepreneurship educators 
are sifting through these ‘embers’, seeking to fan them into new ‘flames’ that will illuminate 
the path for entrepreneurs who can foster businesses, microenterprises, and arts and 
culture organizations that can take their place as economic and social purpose engines 
within the global business pantheon. 
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Poetics as a Dynamic Concept 
in Creative and Cultural 
Enterprise

		  Abstract
This paper will critique the current state of debate regarding the creative and cultural 
enterprise (CCE). Furthermore, it will place the concept of poetics as an essential com-
ponent of CCE. Poetics can be broadly defined as qualities or features that emphasize  
beauty, imagination, or elevated thoughts. Milton once referred to poetics as the state 
of ‘words when words are insufficient.’ During the last decade, forces within the global 
cultural economy have mobilized the need for social innovation while also attend-
ing to the artistic and cultural forces endemic to economic identity. Why does  
CCE distinguish itself from social entrepreneurship? How will educators preserve higher 
order concepts that can apply broadly to the practitioners, students, and policy makers 
as these terms become subject to disciplinary boundaries?
Hence, this paper will achieve the following:

1.	 Define poetics as a fundamental concept to management practices in a chang-
ing world, particularly the economic identity of a business and its production of 
a value chain.

2.	 Trace the theoretical roots of poetics, derived from philosophy and cultural 
theory in the context of contemporary international management strategies.

3.	 Describe and characterize trends in the global economy to discuss the reasons 
poetics is a relevant and urgent part of global economic development.

4.	 Prescribe a set of basic learning outcomes that can be utilized in both traditional 
academic teaching and community outreach, using poetics as a core concept in 
the study and practice of cultural and creative enterprise.

		  Introduction
Social entrepreneurship is a term that has gained mobility in the last few years. 
Business schools have experienced an unprecedented growth of students interested in 
social entrepreneurship, social innovation, or other related topics of study (Dees and 
Anderson, 2003; Montgomery and Ramus, 2008; Bloom and Chatterji, 2009). It has 
become the largest growth sector in business school education, and has caused univer-
sities to emphasize entrepreneurship as part of its overall strategic planning (Anderson 
and Dees, 2006; Saul, 2012). As the business world absorbs, interprets, and capitalizes 
on the idea that one can go into business while addressing social problems, teaching 
and learning institutions (including business schools) are challenged to adapt their 
thinking in order to train this new generation of professionals. Social activists, public 
servants, artists, and community organizers are among the many people transforming 
their credentials to include terms like ‘business leader’ and ‘entrepreneur’. 
Concurrently, many have refined their interests to focus on ‘creative entrepreneurship’ 
and ‘cultural entrepreneurship’ (hereafter referred to as ‘CCE’). These terms have been 
used to distinguish work that is not only socially-minded, but attentive to the forces 
that sustain artists, preserve cultural institutions, and emphasize the intangibility 
involved in certain modes of production (Steaveart and Hjort, 2003). Furthermore, 
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as CCE shapes the imagination of the business world, it will confront challenges that, 
until recently, rarely captured the attention of the business professional in a deep and 
meaningful context. 

		  What is CCE?
Simply put, CCE is the process whereby creativity and culture serve as the principal 
forces that start a business or organization. A creative entrepreneur is one who sees 
creativity, or rather, the intangible work of the mind as the main part of their productivity 
and sells their work accordingly. The cultural entrepreneur is one who sees culture, 
perhaps the institution of culture as something that should be preserved. Moreover, 
this entrepreneur is one who may believe deeply in the value of cultural self-determination 
and by extension is in the business of supporting cultural rights as part of their work.  
But one could argue that anything that is produced requires some level of creativity, 
and one could also argue that culture is endemic to everything. So why have  
these terms? Why separate a carpenters’ work from the work of a poet, or an engineer 
from a painter? To what extent are these categories helpful, if they are productive at all? 
These concepts can doom themselves to subjective relativity and remain there to be 
admonished by hard-line empiricists. But still these concepts remain, and they remain 
because often, production is defined, refined, and mobilized by these ambiguous forces. 
The answer lies less in whether the categories themselves are valuable, but to what 
extent entrepreneurs’ view their work as participants in the problems associated with 
creativity and culture (Raffo, et al., 2000). To emphasize creativity implies that perhaps 
the conventional way of doing things has turned into a larger social or political problem. 
To emphasize culture also implies that certain traditions or bodies of knowledge are 
vulnerable, exploited, or threatened. The carpenter who makes modular homes may be 
less interested in characterizing her work as having creative value, perhaps because her 
work may entail a lot of replication. This does not mean she is not creative, but this is 
different from the carpenter who makes one-of-a-kind homes, someone who partakes 
in the design of a home and puts time and effort into rendering her work exclusive or 
unique in some way. The carpenter as creative entrepreneur may see herself as an artist 
and differentiate herself through the monetization of her unique work. The carpenter 
as cultural entrepreneur may see herself as a social problem-solver. For example, she 
may see gentrification as a problem that institutionalizes housing for the poor and may 
use her talents to address issues of displacement and structural poverty. In either case, 
the creative and cultural entrepreneur is stimulated by different thinking – thinking 
that comes from intellectual traditions not normally associated with the training of 
a business student.

Like all things that become popular very quickly, it is easy to forget its deep historical 
precedent. Creative and Cultural Entrepreneurship is not a new concept (Dacin, 
et al., 2010). In ancient economies, matters that dealt with art, culture, or the intangible 
were primarily the domain of monarchs. In more complex social hierarchies, these issues 
were within the purview of the priestly classes and scribes (i.e., Sumerian or Akkadian 
civilization). Merchants, whose work was mobilized by the presence of a medium of 
exchange (i.e. gold or barter) created and maintained the marketplaces. These hier-
archies existed mostly because the highly subjective nature of art and language was 
associated with the divine. The maintenance of cultural institutions and community  
identity were the intellectual property of a privileged few. Moreover, the interpretation of 
complex ideas were limited by the literacy of the people and the centralized power of 
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ancient autocrats (Berlin, 2013). People had always been able to tell stories, to incorporate 
ritual into craft, and to express themselves creatively. However, as democracy became 
more popular, the socio-political gap closed between scribes and merchants. These 
new professionals created new public spaces. Artists and writers became self-employed 
businesspeople who could influence society in new ways. At the heart of this were 
thinkers like Aristotle who viewed poetry, literature, and art as an essential feature 
of democracy. 

		  What is Poetics?
Poetics, a Greek word that means ‘making’ is traditionally thought of as the study of poetry, 
but more directly, it focuses intensively on the process where an idea is mastered and 
transformed into something material, or at least representational. By studying the form 
and content of a thing (the methods and modes of artistic creation), the idea that it 
represents (imitation), and the commonality it shares with other ideas (genre), one 
had a specific and shared vocabulary to describe what was once intangible. Big ideas 
could be associated with objects (aesthetics), and those objects could then be explored 
in relation to the ethics and politics contained by those ideas. But even more funda-
mentally, the value of a thing was given nuance and a new set of reasoning to explain 
worth and value in comparison to one another. Marxist thinkers of the 20th century 
would study how these forces of capital participated in the making of the modern world  
system. One could argue that the combined discourse of democracy and poetics 
produced the first discussions of intellectual property, and as society has become 
increasingly focused on individual rights and freedoms, poetics itself became an 
essential ingredient in the foundations of economic theory. Martin Heidegger argued 
in his writings that the world was heading into a state of disconnect between what is 
produced and what is consumed (2008). In his treatise ‘On the Origin of the Work of Art’ 
he attempted to trace how one focused on Art as a finished product, but systemati-
cally lost the Work associated with the production of that art. Later, writers from  
the Frankfurt School would combine this thinking with the atrocities of the Holocaust. 
Walter Benjamin would note in his seminal article ‘The Work of Art in the Age of 
Mechanical Reproduction,’ that as mechanical reproduction slowly replicated objects 
that were once unique, the thing that made unique works special, the ‘aura’ of a thing 
became more vulnerable, and with it came a detrimental loss to humanity (1968). He 
famously criticized the death camps not merely for their barbarism and dehumaniza-
tion of its victims, but also for dehumanizing the killers and propagators of the death 
camps through the methods of mass production. These writings highlighted the deep 
political and ethical dimensions of all forms of production, and as a result searched for 
life-affirming forces that responded directly to these atrocities. At each point, poetics 
served as a point of reference to illuminate how meaning, authenticity, beauty, and craft 
contributed to processes and systems that defended vulnerable cultures, rituals subject to 
erasure, and rights that preserved the dignity of consumers and producers. 

		  Global Distance and the Demand for Storytelling
The systematic removal of work from art corresponded with the systematic detachment 
of consumers from what they consumed, and poetics was seen as a problem that could 
be introduced to repair those connections. As the interaction of people and commer-
cial institutions increase on a planetary scale, the landscape that mediates these interac-
tions has fundamentally changed. While most of this activity creates a significant amount 
of closeness, it also produces an unprecedented level of ‘difference and disjuncture,’  
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(Appadurai, 1990). Far from creating the digital utopia that thinkers of the 1990s 
forecasted, local identities have been marginalized and in some instances threatened 
with extinction. Moreover, the industrialization of many parts of the world has created 
a rise in discretionary income amongst most of the world’s population. Those at the ‘base 
of the income pyramid,’ have encountered sharp growth in discretionary income, 
fundamentally changing the social and cultural welfare of the world’s population. 
We must not only revisit the way that structural poverty is understood, but we must 
also prepare for the deep and thick descriptions that will construct the 21st century 
economic narrative. As the poor encounter more income opportunities, what will this 
do to foundational cultural practices? Furthermore, industrialization has directly 
created social, cultural, and environmental challenges that has manifested in frustrating 
economic obstacles that bear massive human cost. Beyond the more obvious issues 
revolving around exploited labour and human rights are questions of agricultural and 
environmental sustainability, the production of conflict resources, and the production 
of parallel economies. What were once considered externalities are now understood 
as an integral part of today’s production costs. Currently, more students are entering 
business schools with the intention of engaging in socially-conscious practices. 
As stated earlier, social entrepreneurship is cited as being the most popular trend in 
business management coursework within the past four years1. This has been prompted 
by increased collaboration between the academy, NGOs, governments, and businesses 
(small and large). In a changing world, business schools will have to rely on bodies 
of knowledge that have long investigated the meaning-making processes endemic to 
cultures, particularly cultures in crises. CCE remains a distinct component of social 
entrepreneurship precisely because in order to do a good job confronting challenges 
to creativity and culture, one can be encouraged to explore the intellectual traditions 
that help one take tools such as interpretation and critique seriously. How can one be 
effective at preserving culture if one’s understanding of culture is superficial? How can 
one lead discussions on creative production when creativity is seen as touchy-feely, 
or worse yet, never receives serious, critical reflection despite its centrality to the entre-
preneurial causes in question?

Today it has become popular to incorporate storytelling as a part of CCE. Consequently, 
learning institutions have emerged to emphasize the value of storytelling, mostly as 
a component of marketing, sales, and operations management (Rae, 2005; Montoya, et 
al. 2012). The International Folk Art Alliance (IFAA), for example, annually trains art-
ists approximately 150 artists each year, representing over 75 countries to participate in 
the world’s largest folk art market2. By emphasizing the value of telling the story behind 
one’s product, the artists create a unique marketplace founded on quality and cultural 
authenticity that creates economic opportunities for the many communities through-
out the world represented in the market. The IFAA serves as a market channel (managing 
dozens of entrepreneurs that capitalize on folk traditions), an educational institution 
(sharing ideas about how to let authentic folk art reach the consumer through narrative), 
and as a thought-leader (promoting the value of folk art as a response to mass production  

1 Retrieved from: http://chronicle.com/blogs/wiredcampus/universities-foster-entrepreneurship- 
and-innovation-federal-report-says/48059

 2 Retrieved from: http://www.folkartalliance.org/
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on a global scale). The mere presence of the market and its success3 highlights  
the presence of social, cultural, and political issues that are as powerful today as they 
were in ancient times – some even more urgent. The world has become so complex 
that it doesn’t merely demand narratives that close distances between one another, it 
is starving for those narratives. Those stories must navigate the protection of ances-
tral traditions while simultaneously encouraging the development of new vocabularies to 
name the 21st century world economy. As CCE evolves into a way of dealing with these 
specific problems, poetics can serve as a useful organizing concept to address the vast 
differences and disjuncture produced in the world economy of the 21st century. 

		  Avoiding the forced Choice between Artist 
		  and Businessperson
Poetics as a teaching tool can help address an important challenge in CCE: the sepa-
ration perceived between artists and businesspeople. How does one teach business in 
such a way that it doesn’t compromise artistic integrity while simultaneously training 
that person to be a businessperson that is practical and reliable? In order to appreciate 
this challenge-writ-stereotype, one must first understand how teaching and learning 
institutions are encountering this challenge. The distance between the vocabularies 
used to train these two professionals is vast (Haussman, 2010). In 2012, the Skoll World 
forum proposed several takeaway points regarding social entrepreneurship, including:

1.	 it’s ok to make a return solving social problems
2.	 measurement is no longer an option
3.	 ‘solving problems’ should replace ‘doing good’

In each of these points, social entrepreneurship has been mobilized by a need for better 
metrics, and terms such as ‘ROI’ (return on investment) and ‘social impact’ are prominent, 
quantifiable components of an entrepreneurs’ toolkit (Dees, 2008). These trends have 
created highly refined ways of accounting for one’s work and has made management 
of social issues more commensurate and clearly identifiable across institutions.  
But like any quantifiable outcome, numbers are only as good as the concepts that 
inform them. Part of the unspoken tension within CCE is located in the disciplinary 
biases that mediate higher education. Artists and the humanities are seen as too ‘touchy 
feely’ while the social and physical sciences are perceived as inflexible and lacking an 
authentic connection to creative thinking. These biases are perpetuated by profes-
sional politics and they are augmented by the politics of university funding. Fine arts 
and humanities students find great difficulty moving across campus to take courses 
in a business school, and business schools rarely consider coursework in the human-
ities an outcome of their professional training. Taken to their logical conclusion,  
these stereotypes serve as a powerful obstacle in the development of a new generation 
of entrepreneurs. 
 
But there is hope. Interdisciplinary programs are utilizing the strategic frameworks 
and metric based outcomes of business schools and offering them in conjunction  
with special topics that one would more likely see in schools of liberal arts.  

3In 2014, the folk art market generated over $3 million in one weekend,  
90% of which went back to the artists’ home community.  

http://www.folkartalliance.org/market-facts/



T
H

E
O

R
Y

95Cultural Entrepreneurship in Theory, Pedagogy and Practice

Poetics as a Dynamic Concept  
in Creative and Cultural Enterprise

In the United States, degree granting programs at the University of Minnesota Duluth 
have connected to European programs such as the University of London and HKU 
University of the Arts. These programs draw upon trends in the economic development 
of particular regions and place them in the context of fields within the Liberal Arts. 
Programs such as the United Nations Institute for Training and Research division for 
Knowledge Systems Innovation (UNITAR KSI) and the US Global Centre for Cultural 
Entrepreneurship (GCCE) represent the way that large governing bodies and small 
NGOs respectively have organized resources to support the dynamic connections people 
are making within broadly conceived fields of study to their practical application in 
support of the robust economic engagement possible through creative and cultural 
enterprise.
 
On both ends, these few institutions are rising to the challenge of their students and 
the needs proposed by the world around them. While empirical forms of analysis have 
dominated with the social sciences, and the social sciences have largely dominated 
within business and management schools, globalization has opened up new spaces 
for methods grounded in the humanities (Bloom and Chatterji, 2009). In the field of 
international management, for example, it is becoming increasingly popular to view 
the world as a system with relatively little structure (Henry, 2007; Cunningham, 2009). 
The resulting institutional dissimilarity produced by the lack of structure has produced 
the desire to become more culturally adaptive to connect business practices across vast 
cultural, administrative, geographic, and economic distances (Ghemawat, 2011). 
This includes exploring culturally intelligent components of strategic management, 
where the audience for business research is largely directed to practitioners (Peng, 2001). 
As cultural-based strategies become more popular, for example, telling one’s story as 
part of their supply and value chain, there is renewed space to integrate and connect  
new and old humanities-based research toward practitioners and traditional  
academics alike.

		  Poetics-based Curriculum Design
Poetics can serve as a powerful teaching tool, especially when one considers:

1.	 That creative and cultural entrepreneurship remain distinctive with the larger dis-
course on social entrepreneurship because creative freedom and the value of cre-
ativity is still misunderstood (Rae, 2004). Furthermore, issues of cultural self-de-
termination remain urgent problems in the global political economy.

2.	 The rapid growth of the world economy, combined with the forces of mass produc-
tion has made ancestral cultures vulnerable, especially where historically structural 
poverty has encountered unprecedented growth (Tepper, 2010). Concurrently, the 
world struggles for a common cultural vocabulary, which demands new forms of 
creative production that is culturally adaptive but is globally significant (Wry, 2011).

3.	 A balanced approach where evidence-based methods for measuring social 
impact incorporates meaning-making practices where critical thinking is needed. 
Otherwise, future professionals will repeat the tension that alienates creative pro-
duction from economic gain, and will allow progress of any kind to create distinctions 
that prevent economic initiatives from sustaining themselves in the long run.

Here are a few central concepts that one can incorporate in the design of a CCE 
curriculum based on these considerations:
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		  Theories of Language and Capital
The post-structuralist philosophers as well as Marxist critics spent a great deal of time 
connecting capital to language. Students of culture and creativity should have a basic 
understanding of how value is as much a problem of language and interpretation as it 
is quantitative. Teaching a student the methods of critique and cultural criticism trains 
the mind to understand the connection between culture, creativity, and economy. 
Furthermore, if storytelling is becoming an essential feature of CCE, then one should 
employ the long and established traditions whereby storytelling is critically evaluated. 

		  Sacred vs. the Profane: Theories of Space
While many CCE understand that profit-based enterprise can be a good thing, learning 
how people have resisted naming the things they value could help one understand the logic 
that resists commodification. By engaging in philosophical inquiry that explores 
the nature of sacred things and how they resist language, one can gain a greater appre-
ciation for those cultural values that view capitalism as threatening and or exploitative 
(Mulcahey, 2003). Culture and creativity have both been associated with the funda-
mental questions of human vulnerability and survival. Many of the great social problems 
of the 21st century will not be solved with oversimplified solutions. Understanding the vast 
nature of cultural trauma and the logic behind community are heavily undervalued 
modes of thought. Despite this, the discourse on poetics is also a discourse on memory 
and forgetting and the way that consumption patterns are determined by violence and 
trauma. Arjun Appadurai (1990) and the recent trends in cultural geography have 
demonstrated that globalization has transformed spaces with such power, that we are 
displaced from spaces that were once immediately familiar to us. Our displacement 
from our own time and place is a function of theories of identity that need to be con-
tinually evaluated. As creative entrepreneurs appropriate and popularize words such as 
‘design,’ educators must equip these practitioners with a way to critically evaluate the 
tremendous body of knowledge that has been established on, space, time, and place 
(Pratt, 2004). 
		
		  Authenticity, Identity, and the Politics of Representation
Both cultural self-determination and creativity rely heavily on a concept of authenticity. 
Several scholars of the Frankfurt school argue that power is derived from the sense of 
awe and wonder derived from authentic relationships (Adorno, 1967). Poetics serves 
as a way to understand the architecture of meaningful social relations and how images, 
signs and objects mediate the relationship between people and truth (Banks, 2006). 
Learning how people construct meaning around images and how one deconstructs 
the meaning behind ritual, signs, and objects leads one to questions of beauty and the life 
affirming properties that make societies resilient (Lounsbury and Glynn, 2001).
Creative and Cultural Enterprise is a powerful subset of the recent discourse on social 
entrepreneurship. Its distinctiveness must continue to be appreciated and teaching 
and learning institutions will have to reach ambitiously across its bodies of knowledge 
to create professionals who do not merely study content or delineate a set of prob-
lems. Instead, our educational institutions should be encouraged to draw upon the 
deep resources of humanistic inquiry to consolidate the ever-increasing toolkit of  
the business professional.
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		  Abstract
In business schools, research and pedagogy in entrepreneurship focus on new venture 
creation and management. Developing individuals to think like an entrepreneur and 
adopt an ‘entrepreneurial identity’ enables them to more effectively build and grow 
businesses and enjoy financial success. However, the assumption that all entrepreneurs 
desire financial success may not hold across non-business entrepreneurs. For example, 
for artists, sacrificing for arts’ sake - or enjoying artistic success at the hands of financial 
success - is a constant struggle. This ‘artist identity’ stands in stark contrast to  
the ‘entrepreneurial identity’. Artists create to satisfy an artistic need, rather than a mar-
ket opportunity. Given the continuing decay of artistic endeavours due to the lack of 
financial support, we ask: can these identities be reconciled so that the artist can be 
a successful entrepreneur?

To explore this question, we turn to identity theory for insight into the differences in 
identities of entrepreneurs and artists. Building on findings from identity theory and 
entrepreneurship pedagogy research, we develop a framework for an identity recon-
ciliation process that artist-entrepreneurs experience. For researchers, this framework 
suggests artist-entrepreneurs are a unique form of entrepreneur, and that identity plays 
a central role in the artist’s creative and financial success. For pedagogues, this frame-
work unveils that designing curricula around the theoretical roots and approaches of 
identity research can help these individuals grapple with identity-issues to more success-
fully breed entrepreneurship among artists.

		  Examining and Reconciling Identity Issues among 
		  Artist-Entrepreneurs
Entrepreneurs do much more for society than simply creating jobs and contributing 
to economic development. Entrepreneurs play a vital role in communities by creating 
unique and innovative outputs, developing and funding social programs, and becoming 
an institution with which employees, consumers, and community members can identify 
(Audretsch, 2005; Tracy, 2005). Similarly, artists contribute to society by creating art-
work that can foster social inclusion, improve education and health, prevent crime, 
and increase the quality of life for those that live in the communities touched by the 
artist and their work (Stuckey & Nobel, 2010; Swan, 2013; U.S. Department of Justice, 
2000). Thus, both entrepreneurs and artists produce something novel and unique that 
contributes to the development of society. Yet, they operate in very different social 
segments with very little interaction. Indeed, artistic endeavours are often only ancil-
lary to entrepreneurs who may choose to support them for social or personal reasons. 
Further, financial betterment and market opportunities are often seen as detrimental 
to art (Griff, 1960). Given both entrepreneurs’ and artists’ importance to the devel-
opment of communities, it seems that bringing together these two groups of indi-
viduals may be critical. Here, we propose that this may occur through an identity 
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reconciliation process through which artists become artist-entrepreneurs. We define 
artist-entrepreneurs as those individuals that achieve artistic and financial success by 
creating their own business of selling their artwork. 

Burke (2004, p. 5) defines identity as ‘the sets of meanings people hold for themselves that  
define what it means to be who they are as persons, as role occupants, and as group members.’  
Individuals learn what these meanings are and the categories with which they are asso-
ciated through interactions with others as well as through the work they perform, 
such as being an entrepreneur or being an artist (Burke, 2004). Being an entrepre-
neur is a core facet of the individual’s identity and is directly linked to the enterprise’s 
(and, relatedly, the entrepreneur’s) financial success (Fauchart & Gruber, 2011; Navis 
& Glynn, 2011). Similarly, the artist’s identity dictates who they are and what they do, 
and is the driver of creative success and artistic satisfaction (Stohs, 1991). In the words 
of influential American painter, Jackson Pollock, ‘Painting is self-discovery. Every good 
artist paints what he is.’ 

To this end, both artists and entrepreneurs engage in creative construction—innovating 
and driving change (Agarwal, Audretsch, & Sarkar, 2007; Duchamp, 1975; Ketchen, 
Ireland, & Snow, 2007; Mark, 2003). They do so to develop and protect distinctiveness 
from other artists or other entrepreneurial firms (Mark, 2003; Van de Ven, Sapienza, 
& Villanueva, 2007). Thus, their work is a visual brand they create, reflecting of who 
they are and what they do (Fauchart & Gruber, 2011; Schroeder, 2005). Despite these 
similarities, differences in what drive satisfaction between artist’s and entrepreneur’s 
identities create a chasm between them. The entrepreneur identity seeks creation, 
innovation, and change for financial success to support organizational viability and 
continued operations. The artist identity also seeks creation, innovation, and change. 
However, the purpose is creative success, or the assemblage of ‘novel combinations or 
rearrangements of ideas, technologies, and processes’ (Fleming, Mingo, & Chen, 2002, 
p. 447), which generates intrinsic satisfaction for the artist. In other words, the work 
itself is the ultimate reason for the artist’s efforts—either because of its contribution 
to the arts community or due to the level of satisfaction the artist experiences while 
creating it. 

As a consequence of these differences, artist-entrepreneurs face a conflict in identity 
not experienced by other entrepreneurs. On one hand, they ought to create work to 
satisfy a market demand and thus gain financial success (driven by their entrepreneur 
identity). On the other, they work to fulfil their artistic drive, thus gaining creative 
success (driven by their artist identity). The purpose of this article is to explicate the 
dynamics of the artist-entrepreneur identity—or coexistence of opposing entrepreneur 
and artist identities—and why these identities might be in conflict.

		  Theoretical Context
		  Identity Theory
Identity theory is rooted in the works of Mead (1934) and Cooley (1902), who explained 
how social structure can influence self, and reciprocally, how self then affects social 
behaviours. Society, through an identity theory lens, represents ‘a mosaic of relatively  
durable patterned interactions and relationships, differentiated yet organized, embed-
ded in an array of groups, organizations, communities, and institutions and intersected 
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by crosscutting boundaries of class, ethnicity, age, gender, religion and other variables’ 
(Stryker & Burke, 2000, p. 285). Accordingly, individuals hold multiple identities to 
answer these complexities of society. 

To understand how identity impacts one’s tendencies and behaviours, (1) individuals 
hold multiple identities based on who they are as an individual (person identity) and 
what they do (role identity), and (2) these identities differ in terms of both their salience 
and the individual’s commitment to them. Identities that are more salient will form a 
base for action in diverse situations (Stryker, 1987). According to Burke (2004), the 
most salient identity is a person identity: it distinguishes one as a unique, identifiable 
individual who possesses certain characteristics and qualities that other individuals 
use to verify their own identities. Person identity is at least partially enacted regard-
less of the context expectations (Stryker & Burke, 2000). Whereas person identity is  
relatively stable and not dependent on context, role identities are context-specific.  
An individual holds multiple role identities that are triggered through interactions 
with others and groups. This simultaneous existence of person and role identities 
provides some independence of behaviour from immediate contextual demands. 
This accounts, at least partially, for creativity and unpredictability of human behaviour 
(Stryker & Serpe, 1994).

Identity commitment is a process through which individuals establish and maintain 
their different identities (Burke & Reitzes, 1981). More specifically, commitment is 
represented by the extent to which an individual maintains relationships with others 
by thinking, acting, and reacting in ways that are in line with others’ expectations of 
that individual (Stryker & Statham, 1985). The salience of the identity is a function of 
the individual’s commitment to it—as the identity is reinforced through interaction 
with significant others, commitment to that identity increases, hence increasing 
its salience.

Thus, ‘an identity is like a compass helping [individuals] steer a course of interaction 
in a sea of social meaning’ (Burke & Reitzes, 1981, p. 91). Identifying as an artist or  
an entrepreneur not only indicates identity to others, but it also solidifies the identity for  
the individual by guiding how they live. As indicated by, Niklas Zennstrom, co-founder 
of Skype, ‘If you want to be an entrepreneur, it’s not a job, it’s a lifestyle. It defines you.’ 
Similarly, Elbert Hubbard, an artist of the Arts and Crafts Movement, stated, ‘Art is not 
a thing, it is a way.’

		  The Entrepreneur Identity vs. the Artist Identity
Within business schools, research and pedagogy in entrepreneurship focus on new venture 
creation, growth, and survival (Gartner, 1985; Gilbert, McDougall, & Audretsch, 2006; 
Shepherd, Douglas, & Shanley, 2000; Timmons, 1999). Entrepreneurs are trained to 
adopt or develop three main attributes: innovativeness, opportunity recognition, and 
propensity to take risks (Baumol, 1968; Falck, Heblich, & Luedemann, 2012). For 
example, Falck and colleagues (2012, p. 42) argue that entrepreneurship courses in 
business schools generally provide students with experiences such as ‘[writing] 
business plans, [meeting] successful entrepreneurs who tell their powerful and attractive 
success stories, and also often [receiving] individual level technical advice and assistance 
in starting up a business.’ These experiences are important for developing entrepre-
neurs because through it they learn ‘who they can be’, construct stories of ‘who they want 
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to be’ and work towards enacting their storied identity. In this sense, ‘learning is becoming’’ 
(Rae, 2000, p. 151). By developing individuals to think like an entrepreneur and adopt 
an ‘entrepreneur identity’, they can more effectively build and grow businesses with 
the goal of financial success. 

Similar to entrepreneurs, an artist’s work is a reflection of self (Bain, 2005). For artists, 
identity stems not only from the work they create, but also from their drive to oppose 
conformity and challenge societal assumptions (Sternberg, 1999; Stohs, 1990). Artistic 
success implies work that is ‘unusually distinctive, satisfying, and/or productive in 
opening new ground’ (Caves, 2000, p. 202) and is independent of financial success 
(Delmestri, Montanari, & Usai, 2005). It is possible, then, for artists to achieve artistic 
success without financial success. Given this, a salient identity that most artists  
experience at one time during their careers is that of a ‘starving artist’ (Filer, 1986). 
Part of being an artist means sacrificing for art’s sake, or enjoying creative success with-
out experiencing financial success (Stohs, 1991). In fact, artists that focus less on finan-
cial success may in fact be more artistically satisfied with their career (Stohs, 1990, 1991). 
For artists, the importance of embracing the identity as an artist—which means being 
‘creative, varied, and useful’ (Mishler, 1992, p. 22) is paramount and outweighs  
the financial independence or even societal recognition for their work (Griff, 1960).

		  The Emergence of Identity Conflict
Identity conflict emerges (1) when there is a mismatch between situational and identity 
meanings; or (2) when multiple salient identities are invoked at the same time. First, 
the conflict may emerge due to the inability to verify an identity in a particular con-
text (Burke & Stets, 1999; Stryker & Burke, 2000). Certain contexts will enable salient 
identity verification, while others will severely limit or disallow verification. This con-
strains and/or eliminates behaviours associated with the salient identity. In the situ-
ation in which verification of the highly salient identity persistently fails, individuals 
may resist further negotiation efforts, reject identities others are seeking to impose 
on them, and leave the situation (Cast, 2003). In other words, ‘when choice is possible, 
people choose roles and groups that provide opportunities to verify their person identity’ 
(Burke, 2006, p. 11).

Second, the conflict may also occur when meanings contained in two identities are 
opposing but activated together at the same time, leading to an inability for both to be 
verified (Burke, 2004). The artist identity, focused on artistic success, rivals the entre-
preneur identity, which seeks financial success. Can these identities be reconciled so 
that the artist can be a successful entrepreneur, without sacrificing either identity? 
Identity theory suggests that in the situation where identities are not highly salient, 
identity standards will shift toward a compromise so the conflict can be removed 
(Burke, 2004). However, we have limited insight into how the conflict is reconciled 
when conflicted identities are high in salience. In the following paragraphs, we provide 
a theory-driven framework for identity reconciliation in the context of artist-entre-
preneurs. In doing so, we seek to provide insight into the dynamics of reconciliation 
and explicate theoretical and pedagogical implications.
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		  A Framework for Reconciling Identities 
		  in Artist-Entrepreneurs
Identity is a fluid dynamic (Burke, 2006) due to the continuous negotiation of meanings 
that individuals engage in as they enter different contexts and assume new roles.  
Burke (2006, p. 93) argues that identities ‘are always changing (though slowly) in 
response to the exigencies of the situation. Insofar as an identity cannot change the situation 
(and the meaning contained therein), it adapts slowly, gaining control where it can, and 
adapting where it must.’ We build on this insight to argue that artist-entrepreneurs 
endure a process of identity reconciliation that occurs as they endeavour to make 
sense of the new context (i.e., assume an entrepreneurial identity). This process provides  
the opportunity for identity becoming (Rae, 2000) in which their artistic and entrepre-
neur identities are integrated as exemplified through the work that they do. We suggest 
that artist-entrepreneurs experience at least three stages in the identity reconciliation  
process: detachment, wherein the artistic and entrepreneur identities are kept separate;  
fusion, where the artistic and entrepreneur identities conjoin; and integration,  
where the artistic and entrepreneur identities merge to shape the person identity of 
the artist-entrepreneur.

		  Detachment 
In the detachment stage of the process, the artist keeps two identities separate and 
enacts each one in the context in which it will be verified. In one context, the indi-
vidual creates art for artistic success (thus enacting and verifying the artistic identity) 
without generating much if any sales from it. In other words, the artist identity enables 
the individual to create artistically successful work regardless of its potential to generate 
financial returns. These artistically valuable pieces of art allow the individual to further 
develop their common theme or style (Mark, 2003). At the same time, however, 
the artist also creates pieces solely to sell to others (thus enacting and verifying the 
entrepreneurial identity). This can be contract work (for individuals, organizations, or 
institutions) or art that has commercial appeal (Griff, 1960). The financially valuable 
art generates financial success for this artist. However, the artist does not derive artistic 
satisfaction from these creations. 

This implies that the artist-entrepreneur must be ambidextrous in their ability to detach 
their activities and maintain two opposing, yet equally salient, identities. However, 
the artist-entrepreneur that detaches their artist identity from their entrepreneur identity 
will never be associated with the work they gain artistic success from, but only with 
the work they sell for financial success. The consequence is that artist-entrepreneurs 
maintain two salient, yet detached, identities connected to the two separate activities 
in which they engage, thus reaching limited development as an artist or an entrepre-
neur (Burke, 2004; Cast, 2003; Stryker & Burke, 2000). In this sense, the artist’s work 
never secures full artistic value (because the artist pursues and sells work that they feel 
less artistic satisfaction from), nor does it secure full financial value (because the artist 
still creates work that they gain artistic satisfaction from, but there is no market for).

		  Fusion
A lack of congruity between the differing identities (i.e., entrepreneur identity and 
artist identity), forms a state of tension that individuals look to resolve by altering 
the conflicting meanings and searching for alternate contexts that will allow them to 
fuse two identities (Burke & Reitzes, 1981). In doing so, the artist searches for market 
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opportunities for which their artistic work fits. The artist can capitalize on these market 
opportunities (Caves, 2000; Griff, 1960) to concurrently generate artistic and financial 
success. The artist-entrepreneur begins to recognize how the two identities can coalesce. 

Creating art that simultaneously generates artistic and financial success verifies the emer-
gent identity of the artist-entrepreneur. The artist creates artistic success through the work 
they create, but also gains credibility as an entrepreneur by exploiting a market oppor-
tunity specific to their work and subsequently generating financial success as well. 
However, that market opportunity for the artist’s work is restrictive (Griff, 1960)— 
it may be small or temporary. As a consequence, the tension that the individual expe-
riences is at least partially fuelled by differing meanings, requiring the identities to 
negotiate when financial success supports (and when it corrupts) artistic success 
(Burke, 2006). Thus, similar to the identity conflict occurring in detachment, in this 
instance, the artist-entrepreneur still creates art solely for artistic success, and other art 
for financial success. The difference lies in the artist-entrepreneur’s additional creation 
of art that fuses both artist and entrepreneur identities, creating artistic and financial 
success simultaneously. Artist-entrepreneurs that fuse their artist and entrepreneur 
identities gain market recognition not from the art they create for artistic success, 
but rather the art they sell for financial success. 

		  Integration
The final stage in the identity reconciliation process entails verification of the artist- 
entrepreneur identity and full integration of meanings. This verification began in 
fusion, where individuals occasionally searched for opportunities to create pieces of 
art that enable them to achieve both financial and artistic success. Over time, these 
opportunities created a context in which the fused identity is repeatedly verified  
(Burke & Stets, 1999; Cast, 2003). As their identity is verified and meanings are 
accepted, the new identity—identity of artist-entrepreneur—is stabilized (Mcfarland 
& Pals, 2005). The conflict between the two identities is removed as the artist-entre-
preneur’s identity becomes legitimized by society (Griff, 1960) and the artist engages 
in work that has potential to be sold to the market but generates artistic value as well. 

		  Discussion
Using existing literature on artist-entrepreneurs and identity theory, we examine how 
artist-entrepreneurs might reconcile two competing identities of artist and entrepreneur. 
The framework identifies a process of identity reconciliation in which the artist- 
entrepreneur moves from detachment of identities, to fusion, to integration. In the first 
stage of the process—detachment—the artist-entrepreneur keeps their artist and entre-
preneur identities separate. This results in the artist separating the work that creates 
artistic success from that which generates financial success. In the second stage of the 
process—fusion—the artist-entrepreneur identifies ways to fuse the artist and entre-
preneur identities. They still separate the work that generates artistic success from that 
which creates financial success, but also search for market opportunities to sell some 
of their artwork. In the final stage of the process—integration—the artist-entrepreneur 
fully integrates their artistic and entrepreneurial work to sell art that has both financial 
and artistic value without any separation between the two.
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		  Theoretical Utility of this Research
This framework suggests artist-entrepreneurs are a unique form of entrepreneur 
because they do not just search for market opportunities—they also search for artistic 
actualization. We suggest that identity plays a central role in guiding the work that  
the individual pursues—whether it be of artistic or financial value. To this end, 
our framework contributes to the existing entrepreneurship literature that suggests 
that the entrepreneur’s identity is a reflection of who they are and what they do (Navis 
& Glynn, 2011). More specifically, we show that artist-entrepreneurs that detach their 
artist identities from their entrepreneur identities (who they are) will never be asso-
ciated with the work they gain artistic success from, but only with the work they sell 
for financial success (what they do). The artist-entrepreneurs that fuse their artist and 
entrepreneur identities (who they are) are associated with some of the art they sell for 
financial support and success (what they do). The artist-entrepreneurs that integrate their 
artist and entrepreneur identities (who they are) are associated with work that gives 
them artistic satisfaction, and this work also creates financial success (what they do). 
As a consequence, our framework illustrates that additional theoretical and empirical 
research is needed to understand the process of identity reconciliation in this context.

		  Pedagogical Utility of this Research
This framework suggests that putting artists in traditional business entrepreneurship 
courses may not be the most effective way to create and develop artist-entrepreneurs. 
This is because many of these courses focus on exploiting market opportunities to 
satisfy demand (Timmons, 1999). However, the product that artists create—art— 
is not made to exploit a market opportunity. Oftentimes, it is made to intrinsically satisfy  
the artist—translating thoughts, experiences, or emotions into something tangible 
(Griff, 1960). Thus, the artist struggles with identifying how to create art with market, 
rather than artistic, value.

Instead, a curriculum specific to artist-entrepreneurs is needed—one that addresses 
the potential conflicts between the artist and entrepreneur identities and that allows 
artist-entrepreneurs to reconcile the two identities and achieve sustainable financial 
and artistic success. Our framework illustrates that going through the identity recon-
ciliation process allows artist-entrepreneurs to achieve a better understanding of how 
their identity shapes the work they create, and the process of detaching, fusing, 
and integrating their artist and entrepreneur identities. Students should be exposed to 
varying contexts in order to discover opportunities for new identity verification. 

		  An Exercise for Discovery and Identity Verification
Identity is discovered through self-reflection and learning about oneself (Stryker & Burke, 
2000). As a consequence, in order for students to learn how to reconcile their different 
identities, they must engage in discovery and self-reflection first. Here, we offer a three 
stage project encompassing both in- and out-of-class activities that help students learn 
about their person identity and discover different role identities through interaction 
with others. The three stages encompass (1) identity discovery; (2) understanding 
alternative identity claims and how they may exist in tension with identity; and (3) 
reflection on the tension and integration of the two identities. 
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In the first stage, students are required to complete an identity chart. The chart allows 
them to discover their person and role identities by providing words to describe who 
they are and how others see them (person identity) and words describing what they 
do and how they define success (role identity). Based on this description they should 
identify as either an artist or a business person/entrepreneur.

In the second stage, students are required to interview a person (outside of the class) 
that identifies with the opposite category that they selected (e.g., if the student iden-
tifies more with the business person/entrepreneur category, they must select an artist 
to interview). The interview provides insight required to complete an identity chart 
for the interviewee, as well as learn about the opposing identity claims. The student 
conducts an interview with this person seeking discovery of their person identity 
(e.g., How would you describe who you are? How would others describe who you are?) 
and their role identity (e.g., How do you describe what you do? How do you define 
success?). The student also asks the interviewee a series of questions about the knowledge 
they’ve gained in their profession (What do you attribute your success to? What obstacles 
have you overcome? Tell me about a time or event that you believe had an impact on 
your career.). After the interview, the student completes an identity chart for the indi-
vidual they interviewed.

In the third stage of the project, the student is required to integrate the information 
they collected about themselves and the interviewee, and reflect on the complete 
experience. The student compares and contrasts their identity chart from the inter-
viewee’s noting similarities and differences. The student also reflects on what they 
learned from the interviewee, and how they might utilize that information to further 
their own career, despite the fact that the student and the interviewee differ in the cat-
egories with which they identified (i.e., artist vs. business person/entrepreneur).

A classroom experience, such as the project described above, helps students to discover 
more about their own identity but also explore the identity of a person that is seem-
ingly different than themselves. In doing so, students become aware of how identity plays 
into career choices and how success is defined. Further, it allows students, through 
comparing and contrasting with a dissimilar other, to learn from the insights of a person 
with an ostensibly different identity. As a point of departure, students are equipped to 
understand that a person’s own career can be positively influenced by the integration, 
rather than conflict, of seemingly different identities.

Artist-entrepreneurs are a unique part of today’s society—contributing to both economic 
and social value creation. However, artist-entrepreneurs also deal with a unique problem 
that other entrepreneurs do not likely experience—that of identity conflict. The suggested  
framework puts forth a process of identity reconciliation in which individuals reconcile 
the artist and entrepreneur identities by detaching, fusing, or integrating them. 
Once fully reconciled, the two identities form a whole identity of an artist-entrepre-
neur, with the purpose of creating art that generates both artistic and financial success 
simultaneously. 
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		  Abstract
For the past decade the sector of Cultural and Creative Industries (CCIs) has gained 
a growing interest, both within the political arena and amongst policy developers. 
Within the sector we can identify two different positions. On the one hand find Art 
Managers, holding managerial responsibilities within cultural and art organizations.  
In this article we concentrate on a second profile; the Cultural and Creative Entrepreneur. 
The largest part of the Cultural and Creative Industries consists of very small, independent 
entrepreneurial initiatives. This Cultural Ant works within a continuous, fast changing 
environment, characterized by uncertainty. We challenge the educational dilemma’s 
facing the support of these small-scale entrepreneurs. 

		  Introduction
In 2000 the German sociologist Ulrich Beck announced the ‘end of the employee society’ 
in his book The future of work and democracy. According to Beck the future of work 
no longer finds itself in employed labour alone, but is increasingly being formed into 
new descriptions, constructions and models (Beck, 2000). Now, fifteen years later 
a (relatively) new character, the ‘entrepreneurial individual’, found its way to the top 
of the modern workforce pyramid. Especially in Cultural and Creative industries this 
multi-skilled, flexible and psychologically resilient is what the current entrepreneurial  
creative culture demands (Ellmeier, 2010). The strong trend in the recent years, towards 
a more entrepreneurial-minded European Welfare-state labour market, has undoubt-
edly its implications for arts management education and training. The main ques-
tion rises; how does an art ‘management’ school handle this modern entrepreneurial 
dimension? How do we prepare students for this shift in the creative labour market?

		  Managers and Cultural Entrepreneurs
For the past decade the sector of Cultural and Creative Industries (CCIs) has gained 
a growing interest, both within the political arena and amongst policy developers. 
The UNCTAD Creative Economy Report proved that the cultural and creative sectors 
are a significant driver of growth and jobs in Europe (Dos Santos Duisenberg, 2010). 
In addition they offer a key source of creativity and innovation, as well as contributing  
significantly to social cohesion and well-being. In the follow-up of the economic success,  
a lot of statistical data supported the growing interest of policy-makers in culture and its 
role in society, the economy and the cohesiveness of Europe (European Commission, 
2010). The Educational Institutions have followed suit. Various universities have initi-
ated professional educational curricula, both at a Bachelors and Masters Level.

Often the CCIs are treated as one homogenous sector. Within the CCIs however, one can 
identify different types of organizations, with different positions included. On the on 
hand we find institutionalized art- and cultural organizations like museums, organi-
zations in the performing arts (theatre, dance and music), event organizations and 
production houses, etc. Within these formal organizational structure one identifies 

Rene Kooyman
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‘arts managers’: people officially appointed at a specific post within a formalized orga-
nizational structure. They operate within hierarchical structures, hold explicit respon-
sibilities, comparable to ‘regular’ institutions; hiring and firing personnel, steering 
the different departments, deciding about policy and strategy issues, etc.

At the other end of the spectrum we find the entrepreneurs; those that look for new 
products, new opportunities and markets, initiating things that ‘have not been there 
before’. Often these – mostly small scale – entrepreneurs operate from a local level, 
creating multiple networks in order to find a sustainable existence. In this article we 
will concentrate on these Cultural and Creative Entrepreneurs.

		  The Entrepreneurial Dimension
When discussing the entrepreneurial dimension of the Cultural and Creative Industries 
(CCIs), one can identify two general positions. Either one argues that the sector is like  
any other business, or one can stress the specific characteristics of the Creative sector 
(Kooyman, 2009). The entrepreneurs in the Creative Industries share a number of 
common characteristics with their colleagues in other sectors. Seen from an occupa-
tional perspective creative entrepreneurs own and manage one’s own business enterprise. 
They can be categorized as ‘business owners’; they create value. In essence, the creative 
entrepreneur is a creator of economic value (Sternberg & Wennekers, 2005, April, p. 193). 

Moreover, they are engaged in innovative practices, and/or assuming entrepreneurial risk 
- i.e. pursuing new untapped markets, developing product innovations; recognizing 
and seizing economic opportunity, or the pursuit of change, etc. (Roberts and Woods, 
2005). In accordance with Joseph Schumpeter a number of embody entrepreneurial 
behaviour: developing new and innovative products, proposing new forms of organi-
zation, exploring new markets, introducing new production methods, searching for 
new sources of supplies and materials (Schumpeter, 1975). 

Entrepreneurs in general share the willingness to assume risks in the face of uncertainty. 
For example, risks such as a possible loss of business capital or the personal financial 
security, risk associated with the uncertain outcome of an entrepreneurial undertak-
ing (Knight, 1921). As other entrepreneurs they share the change perspective.  
As Peter Drucker states: ‘Entrepreneurs see change as the norm and as healthy’. They do 
not have to bring about the change themselves. But, and this defines the entrepreneur 
and entrepreneurship — the entrepreneur always searches for change, responds to it 
and exploits it as an opportunity (Drucker, 1985, p.28). In general entrepreneurs are 
involved in networks of multiple and changing clients, competitors, colleagues, etc. 
In accordance with the perspective of Gartner (1988) entrepreneurship share the activ-
ity to create organizations. ‘What differentiates entrepreneurs from non-entrepreneurs is  
that entrepreneurs create organizations, while non-entrepreneurs do not’ (Gartner, 1988, p.11).  
Entrepreneurs are actively involved in the search for constituents, contracts, projects, 
location, etc.
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		  The specific Characteristics of the Creative Industry
In general the Creative Industries share the common entrepreneurial characteristics 
mentioned above. Yet, a number of arguments can be found in order to express 
the specific characteristics of the Creative Industries. Characteristics that underpin 
the need for specific attention for the creative entrepreneur. What are characteristics 
of the creative industries that set them apart from standard concepts of an industry?

		  Differences in the Labour Market
The cultural fabric of the Creative Industries is complex and thrives on numerous 
small initiatives. In 2001 a first European report was published covering the topic 
‘Exploitation and development of the job potential in the cultural sector’. It stresses 
the importance of the relationship between the creative sector and the digital culture; 
Telecommunication, Internet, Multimedia, E-commerce, Software and Security (TIMES). 
The study points both at the growing attention for the cultural sector, and stresses 
the fact that ‘The cultural sector is characterized by a high share of freelancers and very 
small companies. A new type of employer is emerging in the form of the ‘entrepreneurial 
individual’ or ‘entrepreneurial cultural worker’, who no longer fits into previously typical 
patterns of full-time professions.’ 

Figure 1 Distribution of Enterprise among Industries  
per size class (Eurokleis 2009)

The majority of the Creative Industries consists of micro-enterprises, some 70 to 80 % is 
smaller than 10 persons. Even further, some 58 % operate on a semi-individual basis, 
or share their activities with no more than one other person. As a consequence most 
enterprises are classified by one or two entrepreneurs. We might have to position them 
as a separate category, in order to differentiate them from the micro-enterprises; 
the very small micros, the ‘nano-enterprises’.

These very small micro-enterprises do not follow the standard entrepreneurial habits.  
Creators are far more likely to hold non-conventional forms of employment – part-
time work, temporary contracts, self-employment – than the workforce in general 
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(e.g. Benhamou 2003). In most of the cases, full-time workers receiving regular pay, 
are in the minority (Thorsby 2001).The simple dichotomous work/leisure choice of 
standard theory is complicated in the case of creative entrepreneurs, by the phenomenon  
of multiple job-holding. Often regular working hours are not relevant. Often multiple  
job-holding is a very common formula as the cultural workers need a minimum 
income for survival and some degree of financial security. 

In addition, the sectors show specific dynamics of frequent job changes, and working on 
short term contracts is normal (Ernst & Young, 2014). And numerous overlaps occur 
within the different sectors: ‘at the creation level among authors, composers, visual artists, 
designers, directors, screenwriters, and writers; at the production level, between TV and 
films, visual arts and video games; as well as at the distribution level, with the emergence 
of various platforms for mixed-media distribution’ (Ernst & Young, 2014, p. 16) 

It leads to a situation in which the distinction between ‘employed’ or ‘unemployed’ 
is obscure, blurred and problematic. The share of independent workers is more than 
twice as high in the cultural sector as in total employment. The traditional categories 
of the ‘full-time job society’ (here the worker; there the employer) no longer apply. 
(KEA 2006, pg 91).

In addition the Creative Industries in general contains heterogeneity of human 
resources categories. Entrepreneurs can enter the market as a result of a higher profes-
sional training, from a vernacular background, craft industry or any other category. 
And there is an abundant supply of established practitioners and new entrants, supple-
mented by the presence of a sea of semi-professionals and amateurs that blur the existing 
quality criteria applied when judging the potential entrepreneurs. Commissioners in 
the arts place little reliance on certification based on formal schooling and often use 
their own screening devices (art competitions, referees, etc). Certification by means 
of a degree or diploma also plays an ambiguous role in the creatives’ labour markets. 
Besides formal schooling, there are other screening devices available, such as prizes 
and competitions, awards from Arts Councils and other forms of informal certification 
that offer information regarding the quality and reputation.

Given the variety within the different sectors it is difficult to analyse the sector as  
a homogenous group, due to the fact that inside the Creative Industries – and within 
the individual sectors - there exists a considerable diversity of occupational status.

As a result on average creators accept below average pecuniary earnings (Wassal and 
Alper 1992, Towse 2001). This is explained either by risk-seeking behaviour (Towse 2001) 
or a preference for creative work over other types of work (Throsby 1994, Frey 2000, 
Caves 2000). Often, the non-monetary rewards of being a creative entrepreneur – 
the spin-off effects - represents an important argument. Also the over-supply of entre-
preneurs and ferocious competition might be a factor involved. This is complemented 
by the motivational aspects of the entrepreneur and the lifestyle of the creatives, the 
inner drive of the creative spirit, ‘creativity-as-a-way-of-life’, which offers to the creatives 
non-pecuniary rewards. Creatives often receive their rewards in private satisfaction 
and other non-monetary income such as social and cultural status, based on authen-
ticity and individualism. Their cultural orientation leads to ‘being different’; creating 
a cultural distinction between those networks that possess the same kind of cultural 
capital as they do, and those social strata that hold other values (Bourdieu, 1984).
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As a consequence one has to realize that it is unrealistic to assume that within the cre-
ative industries all self-employed individuals act in an entrepreneurial manner (Carey 
& Naudin, 2006). There are several push- and pull factors at stake. In most cases 
the cultural dimension interferes with the entrepreneurial one. In some cases one can 
even describe workers in the creative industries as ‘accidental entrepreneurs’, as many 
are faced with significant (self) exploitation, and challenges in adopting entrepreneurial 
practices (Banks & Hesmondhalgh, 2009).

		  Creative and Cultural Entrepreneurs: 
		  Independent Interdependency
Especially in the start-up phase, the cultural and creative entrepreneur needs to find 
his specific position, profile and business model (Hagoort, 2009). This requires a certain 
level of independence in order to develop one’s specific position. Yet, at the same time  
the (starting) entrepreneur depends on sources of external initiatives, drives and inspi-
ration. In this sector the individual entrepreneur is looking for a situation in which he 
can combine his independent status with a social cooperative networking configuration.

Cooperative networks are created and sustained for a number of reasons. The Creative 
Entrepreneur wants to create a product that is interesting for himself, yet that will also 
be appreciated by his peers, and will hold the potential of being bought by a (potential) 
client. Hence, Creative Entrepreneurs are involved in networks of multiple and 
changing clients, competitors, colleagues, etc (Gardner, 2007). Consequently, creative 
initiatives are developed within a cooperative context that has the potential of sustainable 
value creation.

		  The Educational Dimension 
	  ‘Educational training and employment are increasingly diverging, 
i.e. education serves as the basis of knowledge but is no longer a guarantee of a specific job.’ 	
	  (Ellmeier 2010)

Within our educational curricula, we often use the ‘general’ theoretical notions derived 
from the ‘regular’ managerial theories. We teach students to develop a business plan, 
taking into account the regular market analyses, pricing procedures, entrepreneurial 
planning and alike. Most of these theoretical notions are based on the traditional goal/
means rationality (Weber, (1922) 1973) (Habermas, 1979) ; if we want to reach this 
goal, we should develop such a product that fits in our market analyses, and will have 
to be priced in such a way that it can create a sustainable income.

As mentioned, however, the individual micro-entrepreneur is less driven by rational 
arguments. They often work on multiple pulses, derived from very different sources. 
Often products are developed on intuitive, non-rational drives and motivations. 
The entrepreneurs are primary interested in the development of their product.  
The notion of ‘selling the product’ often is a secondary one. ‘R&D is the main activity,  
while production is secondary’. Creativity is their core-business; developing those 
things that have never been here before. Among the factors leading to financial success 
within the Cultural Industries, ‘learning-on- the-job’ plays a more significant role than 
the formal training, and to the role of talent is attached indefinable appreciations. 
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		  The Lack of entrepreneurial Skills
The EU funded study on The Entrepreneurial Dimension of the Cultural and Creative 
Industries has shown that there is a general lack of entrepreneurial skills within all sectors 
of the CCIs. Limited business skills were cited as the second most important business- 
related challenge when starting a company (HKU, 2010, p. 139). In the OECD’s entre-
preneurship framework, the ‘culture of entrepreneurship’ is included as a determinant 
of entrepreneurship, being influential in developing a conductive environment for 
fostering entrepreneurial activity (OECD, 2009, p. 9). Despite its importance, there is 
insufficient integration of entrepreneurship education in general curricula and in arts 
education (DCMS , 2006). 

		  Cultivating the ‘entrepreneurial Imagination’:  
		  Educational Dilemma’s
So, if we depart from the point that society in general, and in specific the creative 
and cultural industries, is becoming more flexible, digital and entrepreneurial, 
then the question arises: how can we prepare our students for this dynamic, but at 
the same time uncertain modern work sphere? 

From the teacher’s point of view a number of dilemmas arise. Can we teach entre-
preneurship? Can we train people to operate in uncertain environments? How do we 
develop self-confidence, individual initiatives, and network-building? We will sketch a 
number of dilemmas that we are dealing with. 

Dilemma 1: How do we teach Risk Taking? 
	 ‘There can be no question of merely taking a negative attitude 
towards risk. Risk needs to be disciplined, but active risk-taking is a core element of a 
dynamic economy and an innovative society.’

According to Kuratko (2005) ‘risk taking’ is not common in modern management edu-
cation curriculum and it’s probably hard to find educators who will put ‘risk’ at the centre  
of their own curriculum. Kuratko analyses modern entrepreneurship education as follows: 

	 ‘Too many faculty pursue tenure as their only goal and they leave the 
challenges of entrepreneurship education ‘later in their career.’ What message is being con-
veyed in our classrooms? That students should take risks while faculty pursue security! It is  
a real dilemma that exists in academia.’ 
	 (Kuratko, 2005: 589) 
 
It’s obvious that this old tendency to ‘secure the environment’ is nowadays not fully 
sufficient anymore and should be seen as part of a larger quest for creating an ‘entre-
preneurial culture’. As organizational psychologist Geert Hofstede (1980) already 
concluded in the early eighties ‘cultural factors’ highly determine the entrepreneurial 
activity of individuals.’ Or as Klamer (2006) states: ‘the cultural factor reminds us that 
people are not entrepreneurial on their own.’ Historical experiences, beliefs, attitudes 
and values within a certain educational sphere strongly define the way the students’ 
mind-set is being developed. If a traditional art management education wants to respond 
to developments on a larger scale, a new entrepreneurial orientation needs to be developed. 
Taking (calculated) risks should be an important part of art management education 
and this would inevitably involve a sophisticated demolition of tradition and heritage. 
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Dilemma 2: How can we Develop an Intuitive Mind? 
Many studies show that entrepreneurs are rather intuitive than rational thinkers  
(Kirby, 2004). To cope with dynamic environments it is important to have a well-developed  
sensitivity for the context in which one is working; something we would like to call 
‘context sensibility’. This acquires a more holistic and syntactical way of looking at 
the world instead of a sequential reasoned and randomized method of exploration. 
According to the German philosopher Wilhelm Schmid (2011) the modern human 
needs to acquire a trained sensitivity (and additional intuition) to deal with the contem-
porary world. He distinguishes three levels of sensibility:

1.	 Sensory sensibility: observing volatile, changeable and striking details in order 
to be able to make choices based on a ‘feeling’;

2.	 Structural sensibility: theoretical knowledge and understanding of (societal) 
structures in order to see hidden association, such as power structures whom 
are hidden under the surface of the sensory perceptible (media structures, policy 
structures, urban structures etc.)

3.	 Virtual sensibility: recognizing the possibility of new technologies in order to 
sharpen the intuition for the movement in the virtual space.

 
Although the general understanding of concepts like ‘sensitivity’ and ‘intuition’ leaves 
no room for nurturing, many psychological research shows that this human attribute 
is definitely something which can be developed. It is thereby necessary to cultivate 
a ‘critical sensitivity towards hidden assumptions and subtle relationships in social situ-
ations which lend themselves to entrepreneurial interventions’. Techniques like divergent 
thinking, ethnographic imagination and hermeneutic interpretation could help to 
enhance this ability. 

Dilemma 3: How do we Prepare Students for an uncertain World? 
Being a nano-entrepeneur means dealing with a great amount of uncertainties. 
Students, but also teachers, have to learn how to confront uncertainties because ‘we live 
in a changing epoch where our values are ambivalent and everything is interconnected’. 
And because circumstances change rapidly, students need to attain a great amount 
of flexibility and psychological resilience. The status-quo of today might not be 
the right point of departure, but rather the status quo of the future. Today’s modern 
students assign great value to ‘autonomy’ and ‘authenticity’; both human conditions 
that are highly valued in modern Western culture. If we want students to be prepared 
for this uncertain world, one of the most important learning outcomes would have to 
be ‘self-awareness’. Not in an egocentric way by saying ‘what is own to me’ but in a social 
sense by stressing the proverb ‘who am I in the light of the other’. Becoming an authen-
tic entrepreneur then means to become someone who fully incorporates the art of 
self-fulfilment and self-actualization, by going into ‘dialogue with, sometimes in struggle 
against, the things our significant others want to see in us’. This asks for personal leader-
ship, the ability to put one self on the line, being accountable, taking charge and accept 
failure as inherent to life and work.

Dilemma 4: How do we teach Students to work Together? 
An ‘individual entrepreneur’ who enters the professional domain will be confronted 
with the fact that he needs to cooperate with others in small scale, bottom-up networks.  
It is of the utmost importance to create a solid network in order to survive at all. 
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The Cultural and Creative industries highly depend on cooperation, project-based 
work, interdisciplinarity, and demand a communal way of thinking. The craft of 
cooperation is definitely not easy, and according to American sociologist Richard 
Sennett (2012) it has become weak in the last decades, but by extensive training and 
reflection it should be promoted in modern education. Project-based education con-
tributes in large part to this need, but is still very much focused on traditional client- 
assignment situations. Bottom-up community building with external partners, as 
a more dynamic educational model, might be more in line with this modern entre-
preneurial culture. 

Dilemma 5: How do we ‘Preach’ a sustainable Attitude? 
Cultural and Creative Entrepreneurs have to create their own income, which forces 
them to go for ‘the fast buck’. They have to generate their individual earnings in a volatile 
market, with an abundance of cultural products around. Yet at the same time they have 
to take care of creating a sustainable future. They have to safeguard the opportunities 
to persist in their endeavours, even in the long run. We have to note that change is one 
of the main characteristics of the enterprise; change is the only sustainable factor. 
In addition they have to define a corporate social responsibility, integrating their social 
concerns in their business, in the interaction with their stakeholders on a voluntary 
basis. (David Williamson, 2006 Vol 67) This means that we can’t ignore moral and 
ethical questions, which arise in the global community. As being part of a Cultural or 
Creative industries does not mean that creativity is the preserve of a so- called ‘creative 
class’ but ‘often resulting from human interaction across boundaries (e.g. across nation 
states, professions, industries, organizations, disciplines, social and cultural groupings, 
methods, epistemologies and rationalities)’. Therefor it is important to discuss the social 
and ecological implications of entrepreneurship. Not by preaching, but by showing 
students that moral awareness is part of modern entrepreneurship. 

		  Conclusion
We have sketched the characteristics of the Cultural and Creative entrepreneur. 
Faced with a changing social environment, in which individual networking, coping 
with permanent change, and handling persisting uncertainty are paramount, we will 
have to re-think our curricula. More than ever we will have to take the evolving lack 
of pre-defined career-development and planning into account. We have to prepare 
the entrepreneurial ‘ant’ for its lifelong dynamic journey through modern cultural and 
creative work spheres. A regular income, full-time employment, continuous growth of 
a micro-enterprise is no longer the standard to long for. Permanent change and inno-
vation has become part of our sustainable surroundings. Our society has more than 
ever evolved into a dynamic networking environment, asking for basically different 
entrepreneurial skills.
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Graduate Music Industry 
Education A Holistic Approach 
to Program Creation

		  Abstract
Creating value in music education has become of paramount interest to faculty, students 
and employers. As questions about the validity of higher education continue, especially  
in relation to the creative industries, institutions are struggling to meet stakeholders’ 
expectations. This article examines the creation of an innovative graduate music industry 
program, designed to address the needs of three major stakeholders. The program 
began with the construction of a structure based on three guiding principles. 

First, the program must be student centred (Weimer, 2002), with curricular choices 
focused on four possible outcomes (Entrepreneurship, professional, practice and 
research). This principle guaranteed curricula flexibility for students and their divergent 
career aspirations. Second, the program must make use of experiential learning. This could 
be in the form of co-ops, internships or job shadowing, imbedded in the curriculum to 
facilitate reflection on that experience (Rogers, 2001; Schön, 1983). Third, the program 
must be part of a network of external organizations such as businesses, non-profit 
organizations and the general community. These networks are expressed via business/
college ventures, community advocacies and social entrepreneurship projects.

With these three guiding principles in place issues of appropriate learning strategies,  
student access, technical capabilities, curriculum design, and assessment were addressed. 
Through this process the faculty adopted a holistic curriculum that strove to engage 
students through active and cooperative learning, inquiry and problem-based learning, 
learning communities, and team projects. This case illustrates the opportunities, 
challenges, and benefits that music departments face, when developing new degree 
programs that simultaneously meet academic, student and business needs.

		  Introduction
The musical landscape has inextricably changed in the past decade. The traditional 
modes of creating, manufacturing and distributing musical products have been 
replaced with a fluid model. As the workplace and the drivers of the knowledge based 
economy (Di-Conti, 2004) continue to evolve, so must music industry education. 
‘The modern workplace no longer resembles the factory assembly line but rather a design 
studio, where core values are collaboration and innovation …’ (Mandel, 2007, p.45).	
The old rubric of simply transferring knowledge to students has been replaced with  
the preparation of employees to assume leadership roles in this new malleable envi-
ronment. (Massimiliano, 2004) Educational administrators and music leaders realize 
that music organizations face complex challenges well beyond traditional sector 
boundaries. To address these issues effectively educational programs need to train 
the next generation of music professionals to adopt knowledge and skill sets that are 
fluid and reach beyond traditional music industry boundaries. This need requires the 
creation of educational programs that address the aesthetic, business and legal require-
ments of music organizations by utilizing a multidisciplinary and interdisciplinary 
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approach. Furthermore, attributes including problem solving, high readiness for 
change, self-efficacy and creativity must be adopted in an experiential environment to 
ensure graduate success in the music industry workplace. (Cantor, 1997; Chapman, 
et al, 1995; Cross, 1994)

An academic degree is both a cultural artifact and a symbol of postsecondary education. 
Degrees are linked to the ritual of graduation, signifying the completion of a program 
of study, and mark a recipient’s passage into a higher level of academic endeavour and 
entry into the workforce. Significant changes occurred when graduate programs were 
created to assure employment in professional occupations such as accounting, law, 
journalism, and social work. By the end of the twentieth century professional and 
graduate programs began to converge into a singularity to meet corporate needs and 
graduate student career aspirations. (Glazer, 1986)

Music education has traditionally focused on the development of performers, artists, 
composers, historians and theorists. Professional degrees – music education and music 
therapy – began as offshoots of European theorists such as Zoltan Kodaly, Carl Orff 
and Gunlid Keetman. Music industry programs began appearing in the mid-1980s in 
response to declining enrolment in traditional performance degrees. From this period 
to the present, the majority of programs have focused exclusively at the undergraduate 
level. The development of graduate music industry programs emerged in the mid-1990s to offer 
non-music industry undergraduates an opportunity to obtain a music industry degree 
and entrance into music organizations. For the most part music industry graduate 
programs followed an undergraduate curricula model that focuses on a wide range 
unrelated courses. An opportunity, therefore, existed for the creation of a program 
that adopted a holistic approach to the preparation of music executives. (Kolb, 1984)

		  Music Environment and Education
The music business is an example of an industry that faces a future that is increasingly 
complex and in flux. Managers of music organizations must make decisions based on 
information from a variety of fields, including law, (intellectual property) marketing, 
finance, and economics. In an effort to prepare graduates to enter this environment, 
undergraduate and graduate music industry programs must be inherently interdis-
ciplinary by nature. To anticipate and manage current operational, legal and financing 
issues facing music organizations, leaders are increasingly applying solutions from 
non-music viewpoints. The education and practices of these professionals are often 
radically different, and within higher education institutions they are often found in 
separate divisions or colleges. The very separation of these fields often creates a ‘silo’ 
mentality that inhibits the collaboration between departments and inhibits students 
developing a deep understanding of a particular discipline. 

This places increasing pressure on music industry programs to meet the demands of 
an industry that requires executives to possess a broad range of skills and knowledge. 
As such, many music industry programs have struggled to define their academic mission 
and prepare students to adopt leadership roles within the music industry. 
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Apart from the academic barriers created by departmental and educational divisions, 
music industry education requires a new pedagogical approach. Traditional teaching 
methods, such as lectures and examinations, are often not seen as the most effective 
means of encouraging music entrepreneurial or managerial skills to develop. (Gibb, 
2002; Sogunro, 2004) In such courses traditional teaching methods need to be com-
plemented by activities such as learning by doing, active learning that includes the 
creation of new enterprises and accompanying documentation (Financial, business 
and marketing plans and analyses) and the use of experiential opportunities to gain 
first-hand experience in the operation and function of music organizations. Research 
(Glaser, 1992; Simon, 1980; Huba, 2000) shows that ‘conditionalised’ knowledge 
(i.e., it includes conditions of applicability within music organizations) assist students 
in applying general knowledge to the operation of firms. To develop meaningful class-
room engagement, faculties are encouraged to use techniques such as simulations, 
problem-based learning activities, collaborative and cooperative learning activities, 
and other classroom-based practices that provide the kind of practice and application 
seen in functional music companies (Paul, 1993; Ash et al., 2004, Barkley et al., 2004). 
These techniques provide opportunities for students to make connections among 
ideas, knowledge and theories and to synthesize and transfer what they’ve learned to 
new and complex situations.

		  Justification
The desire for the creation of a graduate music industry program was born out of 
a distinct educational goal set by the university’s leadership. With enrolment at the under- 
graduate level set at approximately two thousand students per academic year, the poten-
tial for substantial departmental growth could only come from the graduate realm. 
The university leadership begun to systematically encourage the creation of profes-
sional graduate education through traditional on-campus degrees and the via a unique 
regional campus hybrid model (part online and on-campus education) that focuses on 
professional training targeted to specific business sectors within a region (Christensen 
et al., 1991).

The goal therefore was not only to create a program that matched the university’s mission, 
but develop a program that was distinctive in the market place. One that trained 
professionals to meet an ever-changing music industry as well has have value within 
the market. We saw a unique opportunity to create a one-year music management 
program that would meet the needs of all stakeholders.

To develop an interdisciplinary management program, we first mapped existing 
courses within the college and university. While several courses existed in the under-
graduate music industry program that could have the potential to transfer to the graduate 
level, a distinctive graduate curriculum would require an innovative curriculum to 
support the initial mission of an innovative music industry program, especially against 
well-established graduate programs at competing universities. A needs based assess-
ment model was created to progress to the next level. A list of specific questions was 
generated that addressed the concerns of creating a new graduate program, including:

1.	 Is there a need for a graduate music industry program?
2.	 Should the program have a specific focus (management, intellectual property 

management, e-commerce, etc.)?
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3.	 What program structure would be most effective (core courses, elective courses, 
interdisciplinary courses, etc.)?

4.	 What delivery system (on-campus, online, hybrid) would be of greatest interest 
to potential students?

 
The initial answers to these questions came from a variety of sources including experience 
from the department’s undergraduate program, current research in music industry 
curriculum development and insight from industry leaders and alumni. The results 
found that adopting an interdisciplinary approach was appealing to all stakeholders 
and matched the evolving mission of the university. Furthermore, research on  
curriculum development demonstrated the benefits of an interdisciplinary program. 
For example, Ducoffe’s (2006) research indicated the perceived benefits of interdis-
ciplinary team-taught business courses among students. His research showed better 
retention rates and job-placement among graduates. 

		  Program Design
Armed with positive results from the analysis and our own research, the university 
decided to move forward with the creation of a graduate music industry program. 
It became clear that simply replicating the university’s current undergraduate music 
industry program would not have the required impact for students entering the music 
industry as mid to high level executives. The goal of the program is to provide a high 
level training for music professionals to address complex issues facing the music industry 
and find solutions for music organizations to flourish in this environment. Hence, 
the review committee began working on creating an entirely new program structure 
that could meet these requirements.

This discussion resulted in the committee adopting a 32-credit hour Master of Science 
program consisting of a set of five (3 credit hour) core courses and elective music 
industry and business courses over a period of 12 months. The core courses provide 
students with the essential skills to manage a music organization, irrespective of which 
sector (live music, publishing, recording, etc.) or field (for-profit or non-profit) it is 
located in. Each course focuses on key managerial skills required to operate a music 
organization. These include music management, financial management, Intellectual 
property management, marketing management, artistic creativity, and research. 
Before creating each core course we defined specific objectives that meet stakeholder 
needs expressed in the survey, including: 

1.	 define how leadership and management training provides added value to music 
organizations 

2.	 illustrate the complex nature of music management and the required understanding 
of multiple variables in the successful operation of organizations

3.	 demonstrate how insights from interdisciplinary fields improve operations of 
music organizations, and 

4.	 develop specific competencies associated with managing music organizations 
such as analytic and reflective thinking skills, communication skills, ethical and 
legal abilities, and use of information technology.
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As such, the core courses require students to identify problems that currently exist in 
music organizations and articulate best practices for solving them. The desired result 
is a fluid approach to problem identification and the creation of solutions based on 
current music industry practices, as well as knowledge and practices from other fields. 
‘Management of Music Organizations’ for example, was designed to be the entry point 
for students. As an introductory course it provides the critical management skills 
involved in planning, creation, leading and assessment of music organizations. To align 
with the goals of the program, this course utilizes a ‘systems’ view of organizations,  
which examines organizations as part of a context, including but not limited to  
the external environment, creativity, strategy, structure, culture, tasks, people and out-
puts. The course examines how managerial decisions made in any one of these domains 
affect decisions in each of the others. A similar pedagogical approach was applied to 
all the core courses. ‘Marketing strategies in the music industry’ focuses on the application 
of strategic planning in marketing to achieve competitive advantage in the music 
industry. It examines the role of strategic planning in developing effective marketing 
programs that enhance the overall performance of a music organization. In keeping 
with interdisciplinary approach used throughout the program, this program makes 
use of business concepts such as consumer behaviour management, market segmen-
tation, targeting, customer equity, brand equity, brand positioning, pricing strategies, 
and social marketing with specific application to the music industry. The inclusion of 
research as core course - typically not considered a core function of operational music 
companies - was added to meet the demands of an ever-increasing data driven indus-
try. Success as a music industry manager often hinges on the ability to find solutions 
effectively and efficiently. The objectives of the course ‘music industry research method-
ology’, include the acquisition of skills to in organizational settings, as well as, to plan, 
organize, design, and conduct research to help solve identified problems. 

By providing students with a solid foundation in their core courses, we sought to equip 
them with the knowledge and understanding needed to address more complex issues. 
The second phase of the curriculum development included the creation of electives 
that address specific skills required in a variety of music organizations. Electives were 
divided into two groups. The first group included specific music industry courses that 
focus on specialized skills essential in the operation of specific music firms. These 
courses focus on emerging areas within the music industry as well as traditional skill 
sets required to manage a music organization. Courses such as music industry leadership, 
small business creation, strategic analysis and negotiation offer student specifically target 
skills required to successfully lead organizations. 

We also created a series of courses that provide training in e-commerce. With the music 
industry moving indescribably towards a digital delivery system, courses such as  
music and mobile technologies, data-mining in the music industry and online mar-
keting provide students with the necessary skills and knowledge to manage emerging 
e-commerce companies. The second group of elective courses requires students to 
select from a range of graduate business courses to broaden the range of skills they 
can apply to impending problems. Students have an opportunity to enrol in a verity 
of MBA courses, such as social entrepreneurship, enterprise growth and innovation, 
early stage venture management, design thinking, etc. By combining business courses 
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with specialized music industry electives students would be able to gain the knowledge 
to make effective and appropriate management decisions around complex issues that 
have emerged in the music industry. 

After the specific curriculum was established program outcomes were further delineated 
through four specific concentrations that allow students to focus their education on 
specific career aspirations. These four areas (professional, research, practice and entre-
preneurship) allow students to develop a curricula map that matched specific skills 
associated with a particular career. 

1.	 The professional concentration was created to address the need by practicing 
professionals who require a graduate degree to validate their position within 
an increasingly ‘professional’ music corporation. Traditionally music executives  
gain access to leadership roles internally (i.e. climbing the corporate ladder). 
With non-musical pressures increasing in the decision making process of music 
organizations, a new generation of leaders must be able to balance artistic acumen 
with business (especially financial management) and legal know how. The standard 
educational attainment for such positions has traditionally been a professional 
masters’ degree, either in business (MBA) or law (JD). Students participate in the 
core requirements, music industry electives and electives at the business school. 
Any specialization occurs within the course choices, either through the music 
industry or business electives.

2.	 The research concentration was created for students interested in an academic 
career. This concentration is centred on the creation of a thesis that replaces 
the business electives. The thesis attests to the students’ mastery of theoretical 
and methodological literatures in a given specialty, and to connect these litera-
tures to a concrete problem or issue of interest to music industry organizations.  
Students are expected to produce a work describing original research, with the general 
expectation that the finished product is of publishable quality, meets professional 
standards, and is useful to some external audience (e.g. journal readers, practitioners, 
advocates, other researchers).

3.	 The entrepreneurial concentration was developed to assist students with the creation 
and commercialization of actual products and/or services. The key feature of this 
concentration is a capstone that requires students to identify and address issues  
within the music industry and develop a working business solution. Working with  
a faculty mentor, students explore alternative strategies to these issues by employing 
concepts and techniques from business, law, and music industry studies. This ‘real 
world’ project is not only intended to create new businesses, but to develop a students’ 
ability to synthesize specific non-music knowledge and to apply it directly to 
a music delivery model. Successful completion of the capstone requires an opera-
tional prototype of a music business and accompanying documentation (business 
plan, articles of incorporation, bylaws, etc.). In most cases, students develop a business 
idea from an issue they identified during one of the introductory core courses.

4.	 Finally, a practice concentration allows students to experience music organization 
operation first hand. Using the universities extensive network of organizations 
that provide internship opportunities at the undergraduate level, graduate students 
have an opportunity to work with music industry leaders at the conclusion of their 
course work. The goal in this concentration is to allow students to gain invaluable 
experience working directly with organizations. Furthermore, the experiential 
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experiences provide students with a unique opportunity to apply their music 
industry knowledge and skills in a corporate environment. Understanding the sub-
tleties of music industry transactions and decision making allows the students 
to develop their problem solving skills and find unique solutions not found in  
traditional textbook cases. In keeping with the programs’ focus, students have  
the opportunity to take a range of experiential experiences, from six-month coop-
eratives, short-term internships, job shadowing and individualized experiences 
via a directed study. As with the other concentrations, students complete core 
requirements along with music industry and business electives prior to commencing 
their experiential training. 

		  Discussion
Developing an innovative graduate music industry program that has relevance in 
an ever changing environment was extremely challenging. To achieve the intended 
goal of creating a unique program required us to integrate experiential expertise in 
an interdisciplinary fashion to meet the demands of a multi-discipline music industry 
environment. (Breunig, 2005; Warren, 1995) Moreover, the curricular design, rather 
than offering a set of unrelated discipline-specific courses, focuses on an integrated 
model that embrace the very interdisciplinary nature of the music industry. Unlike 
other programs, that package course offerings from an existent undergraduate curric-
ulum, faculties were challenged to create new courses that embraced interdisciplinary 
areas beyond the music department. For example, a course such as ‘Management for 
Music Organizations’ embraces topics from business, law, psychology and sociology. 
This approach recognizes that a range of disciplinary approaches are important 
constituents in creating an innovative program that addresses key components of 
organizational management, operations efficiency, and financial solvency.

To address complex music management problems more effectively, this program 
also encourages music students to engage in ‘systems thinking.’ Most programs have 
under-appreciated the magnitude, complexity, and operational challenges facing  
music organizations. As a result, not enough music professionals view the music 
commercialization process as a system, rather than an independent practice that 
integrates program management techniques from unrelated fields. In this program 
students are encouraged to seek out alternative views and solutions by embracing 
non-traditional disciplines. Through the programs’ electives students solve issues by 
adopting the skills and knowledge from fields such as computer science, business, and 
economics and incorporate these results into their own businesses. Improving the overall  
music industry will require considerable changes in music industry education,  
especially in regards to adopting techniques from different and at times unrelated 
disciplines. Yet, the rewards for such training will create organizations that seamlessly 
function in the knowledge-based economy. 

This graduate program offers a variety of benefits to meet the challenges associated 
with the creation and operation of music organizations.

1.	 First, it addresses the coordination and functional issues facing many music 
industry organizations. Music professionals must work with other profession-
als from other fields to solve very complex problems. Finding solutions to 
impending short and long-term issues requires music leaders to cooperate and 
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adopt techniques from fields such as business, economics, computer science, and law. 
This program embraces this interdisciplinary approach, by building integrative 
courses and requiring students to move beyond the confines of the music depart-
ment by gaining knowledge from other fields. 

2.	 Second, given the complexity of music delivery, this program provides graduates  
with an understanding of the values, beliefs, language, and practices of other 
professionals. This enhances a music executives’ ability to work directly with 
non-music professionals in the management and growth of music companies. 

3.	 Third, by targeting critical music organization performance measures (innovation, 
quality, and efficiency) students gain specific skills that will enable them to achieve 
positive outcomes in key performance organizational performance areas. 

 
This curriculum also has the advantage of encouraging instructors to utilize avoid an 
‘insular’ model of education. The program aims to impart new insights regarding (1) 
how to use interdisciplinary methods to create solutions within the music industry and 
(2) how best to conceptualize crucial aspects of music industry practice as complex inter-
related systems while (3) encouraging students to use conceptual tools to re-examine 
customary workplace practices. Through guided re-examination, students experience 
professional growth as they come to understand how to apply interdisciplinary knowledge 
to specific application within the music industry.

		  Conclusion
Reports from key stakeholders including business, government and students indicate 
that institutions of higher education must provide graduates with appropriate and 
practical skills to meet the demands of an ever changing knowledge-based economy. 
(Heller, 2001; Huisman et al., 2004; Plamer, 2007) This priority has led institutions to 
develop programs that require students to possess an understanding of function and 
operation of music organizations, but to do so from multiple perspectives. As music 
departments begin to explore options to increase student enrolment and retention,  
they will be looking for innovative models as guides in the development process. 
Many departments have created music industry programs as an alternative to attract  
students. Simply merging music courses with business courses does not address 
the skills required by music organizations. 

Students are not the only beneficiaries of an interdisciplinary music industry education. 
Employers value graduate that have the experience as well as the interdisciplinary 
skills to handle complex multi-variable issues. Students benefit by designing their own 
courses based on personal interest and specific career aspirations. This in turn, benefits 
the institution as it produces satisfied graduates and improves retention rates. As such, 
this model draws directly from the expertise and needs of a broad range of educators, 
business people, and lawyers to create a cohesive interdisciplinary program. Courses based 
upon key performance indicators such as organizational innovation, effectiveness and 
return on investment produce an environment that requires graduates to think beyond 
their own respective disciplines and viewpoints, in order to develop music organiza-
tions that can operate in a world that requires creative and original solutions. Therefore, 
the success of this program lies in a model that focuses on problem identification and 
problem-solving using a broad range of diverse disciplines. While our application 
focuses specifically on music industry graduate education – an area of exploration and 



P
E

D
A

G
O

G
Y

130 CREATING CULTURAL CAPITAL

Richard Strasser

reform – the approaches used in this program could be used by non-music disciplines 
in the arts and entertainment fields that are striving to develop a successful inter-
disciplinary program.

		  References
Arum, R., & Roksa, J. (2011). Academically adrift: limited learning on college 
campuses. Chicago, IL: University of Chicago Press.

Ash SL, Clayton PH. (2004). The articulated learning: An approach to reflection 
and assessment. Innovative. In: Higher Education, 29, 137–154.

Barkley, E., Cross, K.P., & Major, C.H. (2004). Collaborative learning techniques: 
a practical guide to promoting learning in groups. San Francisco, CA.: Jossey Bass.

Bloom, B. S. (Ed.). (1956). Taxonomy of educational objectives, handbook I: 
Cognitive domain. New York, NY: David McKay Company.

Breunig, M. (2005). Turning experiential education and critical pedagogy theory 
into praxis. In: Journal of Experiential Education, 28(2), 106–122.

Cantor, J. A. (1997). Experiential learning in higher education: Linking 
classroom and community. (ERIC Digest No. ED404948). Washington, DC: 
George Washington University, Graduate School of Education and Human 
Development.

Chapman, S., McPhee, P., & Proudman, B. (1995). What is experiential education? 
In K. Warren, M. Sakofs, & J. S. Hunt (Eds.), In: The theory of experiential edu-
cation (3rd ed., pp. 235–248). Dubuque, IA: Kendall/Hunt.

Christensen, C.R., Garvin, D.A., & Sweet, A. (1991). Education for judgment: 
The artistry of discussion leadership. Cambridge, MA: Harvard Business 
School.

Cross, K. (1994). The coming of age of experiential education. In: NSEE Quarterly, 
19(4), 1–9.

Dall’Alba, G. (2009). Learning to be professionals: innovation and change in 
professional development. New York: Springer.

Donahue–Di Conti, V. (2004). Experiential education in a knowledge-based 
economy: Is it time to reexamine the liberal arts? In: Journal of General 
Education, 53(3-4), 167–183.

Ducoffe, S. J. S., Tomley, C. L., & Tucker, M. (2006). Interdisciplinary, team-taught, 
undergraduate business courses: The impact of integration. In: Journal of 
Management Education, 30, 276–294.

Estes, C. A. (2004). Promoting student-centered learning in experiential education. 
In: Journal of Experiential Education, 27(2), 141–160.

Eyler, J. (2009). The power of experiential education. In: Liberal Education, 
95(4): 24–31.

About the Author
Dr Richard Strasser is  
an Associate Professor 
of Music Industry at 

Northeastern University.  
Dr. Strasser is a graduate 

from the Australian National 
University with a Bachelor of 

Music (distinction) and  
a Graduate Diploma in 

Music. After winning both 
the Queen Elizabeth II Silver 

Jubilee Award and  
the Arts Council of Australia 

Scholarship, he continued 
his studies at the Manhattan 

School of Music, where he 
received a Master of Music 
and Doctor of Musical Arts 

degree. Richard Strasser 
also has an arts administra-
tion degree from New York 

University.

Dr. Strasser has served as  
a faculty member of numer-

ous universities including 
John Cabot University in 
Rome, Clarion University 
of Pennsylvania, and as 

Coordinator of the Music 
Business program at  

the University of 
Massachusetts Lowell.  
Dr. Strasser served on  

the Board of Director’s for 
the Music and Entertainment 

Industry Educators 
Association, the Cultural 

Organization of Lowell and 
the working group for  

the development for national 
music industry education 
standards for the National 

Association of Schools 
of Music. 

— 
r.strasser@neu.edu



P
E

D
A

G
O

G
Y

131

Graduate Music Industry Education
A Holistic Approach to Program Creation

Cultural Entrepreneurship in Theory, Pedagogy and Practice

Gibb, A.A. (2002). In pursuit of a new enterprise and entrepreneurship paradigm 
for learning: creative destruction, new values, new ways of doing things and 
new combinations of knowledge. In: International journal of management 
review, 4(3): 233-269.

Glaser R. (1992). Expert knowledge and processes of thinking. In D.F. Halpern 
(Ed.), Enhancing thinking skills in the sciences and mathematics. (pp. 63–75). 
Hillsdale NJ: Erlbaum.

Glazer, J. S. (1986). The master’s degree: Tradition, diversity, innovation. 
ASHE-ERIC Report No. 6 Washington, DC: George Washington University. 

Heller, D. E. (2001). Introduction: The changing dynamics of affordability, 
access, and accountability in public higher education. In: D. E. Heller (Ed.), 
The states and public higher education policy: Affordability, access and 
accountability. (pp. 1–11). Baltimore, MD: John Hopkins Press.

Huba, M. E., & Freed, J. E. (2000). Learner-centered assessment on college 
campuses: Shifting the focus from teaching to learning. Needham Heights, 
MA: Allyn & Bacon.

Huisman, J., & Currie, J. (2004). Accountability in higher education: Bridge 
over troubled water? In: Higher Education, 48, 529–551.

Kolb, D. (1984). Experiential learning. Englewood Cliffs, NJ: Prentice Hall.

Kuh, G. (2008). High impact educational practices: What they are, who has 
access to them, and why they matter. Washington: American Association of 
Colleges and Universities.

Mandel, M. (2007). Which way to the future? Globalization and technology are 
drastically changing how we do our jobs – and that’s both a promise and a problem, 
In: Business Week, 45

Massimiliano, V. (2004). Globalization and higher education organizational 
change: A framework for analysis. In: Higher Education, 48, 483–510.

McArthur, J. W., & Sachs, J. (2009). Needed: A new generation of problem solvers. 
In: Chronicle of Higher Education, 55(40), 1–4.

Palmer, P. J. (2007). A new professional: The aims of education revisited. In: 
Change: The Magazine of Higher Learning, 39(6), 6–12.

Paul, R. (1993). Critical thinking: What every person needs to survive in 
a rapidly changing world. Santa Rosa, CA: Foundation for Critical Thinking.

Rogers, R. (2001). Reflection in higher education: A concept analysis. In: 
Innovative Higher Education, 26, 37–57.

Schön, D. (1983).The reflective practitioner: How professionals think in action. 
New York, NY: Basic Books.

Simon, H.A. (1980). Problem solving and education. In Tuma, D.T., & Reif, R., 
(Eds.), Problem solving and education: Issues in teaching and research. 
(pp. 81–96). Hillsdale, NJ: Lawrence Erlbaum Associates. 



P
E

D
A

G
O

G
Y

132 CREATING CULTURAL CAPITAL

Richard Strasser

Sogunro, O.A. (2004). Efficacy of role-playing pedagogy in training leaders: 
some reflections. In: Journal of Management Development, 23(4), 355-371.

Tyler, K. (2004), ‘Getting value from executive MBA programs’, In: HR Magazine, 
49(7), 105- 109.

Uchiyama, K. P., & Radin, J. E. (2009). Curriculum mapping in higher education: 
A vehicle for collaboration. In: Innovative Higher Education, 33(4), 271–280.

Warren, K. (1995). The student-centered classroom: A model for teaching 
experiential education theory. In: K. Warren, M. Sakofs, & J. S. Hunt (Eds.), 
The theory of experiential education (3rd ed., pp. 297–307). Dubuque, IA: 
Kendall/Hunt.

Weimer, M. (2002). Learner-centered teaching: Five key changes to practice. 
San Francisco, CA: Jossey Bass.



P
E

D
A

G
O

G
Y

133Cultural Entrepreneurship in Theory, Pedagogy and Practice

From Art Manager to Social 
Entrepreneur Redesigning 
Academic Programs in a Time of 
Challenges and Opportunities

		  Abstract
During the last decades, public and private universities in Europe have started to 
design and offer undergraduate and master’s degrees, as well as specialized courses, 
workshops and seminars, focusing on cultural management and entrepreneurship, 
with the explicit purpose of forming a class of knowledgeable, skilled professionals 
to operate specifically within the cultural industry. Among other European countries,  
Italy has witnessed a flourishing of countless initiatives from public and private uni-
versities aimed at fitting up a new generation of cultural professionals. Much has 
been done regarding the integration of knowledge from humanities and business 
administration, and this has been proven successful in equipping new administrators 
with the right skills to tackle challenges of organizational and cultural fitness. 
However, what appears to be still missing from the existing academic training is 
the preparation cultural managers with specific social skills necessary in the digital 
age: Digital technologies and social media, in fact, are still kept on the side-lines of 
most academic curricula when instead they are pivotal in building up an integrated set 
of skills. The professional ability to guarantee administrative efficiency, cultural excellence 
and social impact equally is crucial for the fulfilment of political expectations; and this 
cannot be achieved today without a full set of digital and social media skills.
This article makes a few propositions as to why and how existing academic curricula 
for arts managers should be integrated with complementary digital and social skills, 
to the advantage of financial sustainability and social innovation. 

		  Introduction 
Arts and cultural management is, in itself, a young subject that has progressively 
found some space on the shelves of the academic literature on business administration 
(Evrard & Colbert 2000): in this sense, full acceptance within the general academic 
field is still an ongoing process. Among other aspects, the design of ad-hoc university 
curricula having arts management as the main subject can be considered one of the 
most important phenomena concurring to promote the integration of this new disci-
pline among other academic streams. 
During the last decades, the progressive extension of new public management theories 
(Dunleavy & Hood 1994; Hood 1991; 1995) to the cultural sector (Griffin 1991; 
Tobelem 2010) has created a radical shift in the managerial and governance approach 
to arts organizations. A progressive necessity to professionalize the field has led to 
a mandatory update of existing professional figures and, most significantly, to the defi-
nition of new ones which specifically include managerial knowledge in their curricula  
(McLean 1995). In general, then, a sector characterized by relative professional closeness, 
organizational rigidity and almost non-existent turn-over has been progressively 
forced to redefine the boundaries of many of its professional roles and to give more 
space to new figures with hybrid sets of skills (DiMaggio 1988). 
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The traditional academic background of most museum and arts professionals – largely 
based on study of the humanities– has proved insufficient to keep up with the demand 
for managerially-trained practitioners: to compensate these inadequacies the higher 
education system has started to propose academic courses specifically designed to 
bring up both managerially and artistically educated practitioners explicitly trained 
for the changed cultural sector. The mentioned concurrent emergence of arts manage-
ment as a sub-topic of the general management literature – and the avocation for its 
full inclusion by preeminent academic scholars – has supported the implementation of 
undergraduate and graduate courses dedicated to this discipline. 
Overall, then, the combined forces – at both the professional and the academic levels –, 
pushing for the definition of new academic curricula destined to form ad-hoc cultural 
practitioners, together have determined the proliferation of courses and the concurrent 
institutionalization of the professional figure of the ‘arts manager’ (and of all its 
specialized versions). 

		  The Development of Cultural Management Curricula 
		  in Academic Programs: The Italian Case
The necessity to educate highly trained specialists with both artistic and managerial 
skills has emerged similarly in most European countries (López 1993): despite inherent 
national differences, the preeminent public nature of the sector in all Europe has led 
to the relatively simultaneous transformation of the professional framework in the 
cultural field (Kotler & Kotler 2000). At the same time, however, the social, economic, 
and political peculiarities of some countries have contributed to accelerate – or to 
intensify – the process, making it more visible, established, diffused, and, ultimately, 
researchable. The Italian academic system, in particular, has witnessed a boom in the 
offering of programs specifically dedicated to cultural and arts management: the signif-
icant dimension and capillary territorial diffusion of the national heritage, the scope 
of the cultural industry within the Italian economy, and the increasing entrance in the 
market of new organizations specialized in providing services to the cultural sector, 
together have pushed the agenda of a new class of cultural professionals to be educated 
through ad-hoc designed academic courses (Zan 2000).

From a preliminary analysis of archival data, it is possible to identify a progressive dif-
fusion of undergraduate/master courses in arts management, cultural economics and 
similar subjects from the late 1990s, in correspondence with the progressive reduction 
of public funding designated for the cultural sector, with the opening of the market to 
private players (Van Aalst & Boogaarts 2002), with the increase in the competition at 
an international level, and with the emergence of a new institutional and governance 
paradigm regulating public organizations (Anderson 2004). 
The quick introduction of new courses by universities was the result of the presence of 
faculty previously interested in the topic – thus making it easier to design an appropriate 
curriculum – and it is reflective of the opportunities offered by the local environment 
(Venice, Rome, Florence, Milan). Both private and public universities have engaged in 
offering courses in arts management, which administrative governance has often been 
split between two different departments (usually the Humanities and the Business 
Administration ones). 
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By analysing curricula of the longest-standing courses (at least five graduated classes), 
in fact, it is possible to verify the hybrid nature of the designed study plans, where half 
of the courses results as teaching management-related topics and the other half clearly 
involving cultural and artistic subjects (figure 1).
Moreover, it must be reported that, beside traditional undergraduate/master’s degrees, 
an increasing plethora of specialized courses, executive and professional masters, and 
other educational programs have “invaded” the market, with many of these dedicated 
to experienced practitioners in need of a professional update. 
Overall, then, during the last decade, the educational offer on arts and cultural man-
agement has flourished all around Italy, with the inevitable increase in competition 
over prospective students: in this sense, then, the necessity to be more attractive has 
led many universities to update and to redesign their curricula at a relatively fast pace 
compared to other traditional courses: new additions have been made – including the 
definition of sub curricula separating performing arts from visual ones, for example – 
and the original study plans have been refined – increasing the number of courses and 
reducing their respective credits weight. 

Figure 1 Academic Curricula in Cultural Management – Subject Structure 
 
However, as it will be discussed later, more recently, the necessity to keep at pace with 
the job market’s requests for new professional figures has not been promptly satisfied 
for what concerns the most recent professional opportunities emerged in the cultural 
sector, in Italy and elsewhere. 

		  The Diffusion of Digital and Social Media Tools 
		  in Cultural Organizations
The boom of the digital and social media market (Hanna et al. 2011) that occurred in 
the last decade has opened up new possibilities in all sectors (Qualman 2010): from big 
corporations (Gallaugher & Ransbotham 2010; Culnan et al. 2010) to small start-ups, 
the diffusion of a faster and more direct way to communicate and to exchange infor-
mation (Baird & Parasnis 2011; Vernuccio 2014) has determined the emergence of 
countless business opportunities (Mount & Martinez 2014; Kaplan & Haenlein 2010), 
not yet fully exploited to this day. In this sense, then, for-profit organizations have 
more or less understood the potentialities of engaging resources to develop these 
technologies (Kane 2015). 
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On the other hand, in the not-for-profit sector, many firms have easily acknowledged 
the possibilities that digital media could have in terms of cost reduction and social 
impact (Briones et al. 2011), putting their full exploitation as a top priority in their 
organizational strategies (Curtis et al. 2010). 

The opportunities offered to cultural forms by the strategic use of social media 
(and correlated technologies) have progressively emerged and they are still far from 
being fully understood by the top management teams of many cultural and artistic 
organizations (Giaccardi 2012). The fragmentation of the diffusion of digital media 
and technologies among them, in fact, represents a point of departure to build up 
a more cohesive application that could involve, in particular, public cultural organizations 
– often resistant to change and innovation (Liew 2014).
From the definition of an integrated social media strategy (using multiple channels) to 
the promotion of the in-site use of digital technologies (apps with maps, audio-guides, etc.),  
from the engagement of local and virtual communities in project design (crowd-
sourced exhibitions) to the efficient communication of results and annual reports to 
institutional and private stakeholders, digital and social media are particularly effec-
tive in supporting cultural organizations in a time of radical change of their social and 
economic environment (Brock, 2010; Liu 2011). 
At the same time, the application of these new tools in the cultural sector has caught 
the attention not only of public organizations but also of actual and potential private 
entrepreneurs, interested in exploiting business opportunities and in taking advantage  
of the progressive expansion of a relatively unexplored market. Funding opportunities from 
private angel investors and public agencies have promoted the founding of new cul-
tural start ups (For example the MakeACube platform, the IC-Innovazione Culturale 
fund, and the CheFare initiative, all of which are engaged in promoting new cultural 
start ups via financial and strategic support, from the initial idea to its implementation). 
Furthermore, we have seen the emergence of organizations specialized in digital services 
for the arts sector, spurring the expansion of a new market within the cultural field. 
Musement, for example, is a digital platform where perspective visitors to museums 
can buy tickets and tours online, thus planning their cultural visit beforehand. 
Still, despite the occasional acknowledgement of the importance of social media and 
digital technologies in the cultural sector and their evident necessity for cultural 
professionals to get a minimum level of social and digital skills, very few specialized 
academic courses on this topic have been created, in Italy and elsewhere in Europe. 

		  From the Arts Manager to the Social Entrepreneur: 
		  Designing new Academic Curricula for the Future
As discussed before, academic degrees in arts management have been designed and 
offered out of the explicit necessity to create professional training that was requested 
after the progressive change in the institutional paradigm in Italy. However, this ability to 
respond to external necessities on the part of universities seems to have been relatively 
lost, if we look at the lack of academic courses in cultural management with study  
plans somehow comprising topics involving entrepreneurship, innovation management, 
social media and digital technologies. As already mentioned, in fact, the most recent 
developments in communication and technology have increased the range of job 
opportunities within existing organizations as well as offered a variety of potential 
business ventures to be explored by cultural entrepreneurs. 
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To take full advantage of these potentialities and, at the same time, to keep up with 
a fast changing market such as the cultural one, current and new professionals are then 
pushed to update (or to form ex novo) their set of skills to include a minimum ‘package’ 
of digital and social media abilities. In Italy, when looking at the current offers of pro-
fessional and specialized courses in social media marketing, digital strategies and so 
on, it is possible to understand the progressive flourishing of extensive educational 
programs targeting present and future practitioners: As a minimum knowledge of IT 
is requested in almost all industries and sectors, and further specialized training in 
digital and social media is more and more perceived as an added value to compete in 
a crowded job market.
However, what seems more difficult to find is the needed redesign of existing under-
graduate and graduate study plans in the arts management field: While we see more 
and more specialized courses are offered to the general professional public (and to 
graduates interested in enriching their résumés), no concurrent updates of existing 
programs in arts management can be reported, at least looking at the Italian educa-
tional system. Unfortunately, those universities that had recognized the transformations 
in the cultural market by proposing new specialized academic courses in cultural 
economics, entrepreneurship and management don’t seem at the present state to have 
responded to external market requests to build expertise for social and digital-savvy 
cultural managers.

In fact, as cultural organizations – museums, theatres, exhibition centres, concert 
halls, galleries, cultural sites – are requested to be more engaged and connected with 
their local communities, while, at the same time, being able to compete at a national 
and international level to attract visitors, the potentialities of an effective use of social 
media and digital technologies have hardly been exploited by most organizations.
When new challenges from a changed institutional, cultural and economic environ-
ment had arisen to force cultural organizations to request practitioners with new pro-
fessional requisites, universities had felt sufficiently compelled to design a new offer in 
line with those demands. Now, as most cultural organizations seem still quite unaware 
of the full potentials of the new digital ‘revolution’ (currently, the panorama of digital 
and social media integrated programs in cultural firms results extremely fragmented, 
with some best practices detectable in a landscape of non-engaged organizations), 
the academic system doesn’t have sufficient external pressures to induce them towards 
a further integration of their offer. 

For it, despite the foreseeable possibilities – for local growth, cultural enrichment, 
financial rationalization, social impact – coming from the application of new media 
and technologies to the management of arts and heritage (Giaccardi & Palen 2008; 
Paganoni 2012), almost no attempts have been done, by public and private universities 
in Italy, to complement current curricula with courses specifically dedicated to 
these matters. 
Even worse, in parallel, so far neither traditional universities nor business schools are 
reported to have proposed new undergraduate and graduate courses destined to form 
cultural and social entrepreneurs, who could take advantage from the opportunities 
coming from the present cultural market (with reference to the mentioned application 
of new digital technologies but not only, as service and consultancies firms specifically 
dedicated to cultural organizations are still very rare, compared to those operating in 
other industries).
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In this sense, then, even just an unsystematic analysis of the current situation can 
clearly detect the relative stillness of the higher education system in respect to the new 
opportunities for further modernization and growth that new digital and social media 
skilled cultural practitioners could match to great benefit of the cultural and economic 
enrichment of the communities where they operate: by providing cultural managers 
with these professional skills, universities would move further into a path started with 
the discussed implementation of their offer, making themselves even more pivotal in 
contributing to the successful governance and management of the existing cultural 
heritage (in all its forms). 

		  Final Considerations
Overall, during the last decades, the European – and Italian – cultural sector has 
expanded in scope and in variety and, at the same time, it has witnessed a radical 
transformation at the institutional, social, and economic levels. Cultural organizations 
have been then forced to rethink their organizational structure and to acknowledge 
the necessity to update their personnel profiles with new knowledge and competences. 
A response to these requests coming from the job market has been given by the higher 
educational system, with the activation of a multiple offer of undergraduate and grad-
uate courses designed to form a new class of cultural professionals, equipped with both 
artistic and managerial skills. 

The progressive emergence of new business and employment opportunities coming from 
the various application of digital technologies and social media to different indus-
tries and services has involved, among others, the cultural sector also: although, at 
the present state, the process is still on-going, it is nonetheless possible to foresee  
the countless opportunities that these new developments can have if put into practice 
in cultural organizations (and in public ones, in particular). The possibility to ratio-
nalize costs, the chance to have a closer and more engaged relationship with foreign 
visitors and local citizens, the opportunity to design and plan a more complete and 
diversified cultural and educational offer, the occasion to build a long-term relation-
ship with public and private institutional stakeholders, with the concurrent reciprocal 
economic benefits that it may bring, and so on: a thoughtful and integrated use of 
digital technologies and social media by cultural organizations could open up a new 
spectrum of opportunities not to be missed, especially in times of financial and social 
struggle such as the one that the artistic field is living in the last years (Janes 2009).
However, it is only by providing cultural organizations with a skilled class of cultural 
managers and by increasing the presence of resourceful cultural and social entrepre-
neurs in the cultural market that an effective growth and implementation of the cultural 
system can be achieved – to the great benefit of the public.
To ease and promote this progressive evolution, it is then necessary, for the educa-
tional system, to provide academic offers to match these necessities, at it has already 
demonstrated to be able to do with the designing of new courses in arts and cultural 
Management. It is up to those universities to take on this new challenge by updating 
their current offers with new programs (or a new version of the existing ones) more in 
line with the necessities of the professional market, the ultimate ambition, of course, 
being to contribute successfully to the sustainable and successful development of 
the cultural sector in all its versions.
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		  Abstract
Blended learning is broad by definition, but always includes a combination of face-
to-face and online activities.  The  digital transformation usually takes time because 
the innovation lies not only in the technology to be used, but also in the methods 
of instruction. Teachers need to be learning alongside their students  and students, 
though digital natives; they need additional training as well.

UAS Baltazar Zaprešić, the only institution of higher education in Croatia with an under-
graduate programme of cultural entrepreneurship and management, aiming to better 
meet the needs of the market and increase job opportunities for its graduates,  
has initiated a pilot blended-learning project. It includes a group of third-year Cultural 
Management undergraduate students and Communication Management graduate students. 
The desired outcome would be a flex model of blended learning which includes face-
to-face lectures complemented by online activities. These activities are accompanied 
by an action research which aims to assess how blended learning affects student skills 
and competencies in the areas of culture and communication. 

Each teacher included in the project has given their course a new design, in order 
to accommodate the desired course outcomes. Action research will use triangulated 
qualitative and quantitative methods, targeting not only to assess the impact on com-
petencies and skills through the grading system but also the attitudes and experiences of 
participants in the process, teachers and students alike. 

		  Background
University of Applied Sciences (UAS) Baltazar was founded in 2001 and today, with 
almost three thousand students enrolled, it is the biggest private business UAS in 
Croatia. It is the only higher education institution Croatia that provides higher educa-
tion for entrepreneurs and managers in the sector of culture.

One of the specific goals is to prepare and train students and graduates for lifelong 
learning and for this reason UAS Baltazar has initiated a number of long-term strategies 
involving the application of new technologies and capacity building of teachers, in 
order to meet the needs of innovative development of higher education for managers, 
cultural managers included. 

Cultural Management, the only such higher education programme in the country, 
and Communication Management have, in general, been attracting students who are 
more interested in new teaching methods and communication technology. Baltazar 
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has decided to pilot blended learning in these two study groups. An action research 
has been accompanying these activities in order to deepen the understanding of the 
process and enable planning future improvements.

		  Blended Learning
There are numerous definitions of blended learning (BL), but all of them include 
a combination of face-to-face and online activities. According to Staker and Horn 
(2012) there are two components of the definition: 

1.	 online delivery of at least a part of content and instruction of a formal education 
programme, with some elements of student control over time, place, path, and/
or pace;

2.	 a supervised physical location away from home where at least a part of the learn-
ing must take place. 

 
Bonk and Graham (2006) define BL as the combination of instruction from two 
historically separate models – face to face and distributed learning systems. According 
to Zemsky and Massy (2004), e-learning - understood as electronically mediated 
learning - offers a student-centred approach to learning, which is ‘customized, self-paced 
and problem-based’ and therefore easily adapted to students’ personal learning styles. 
This corresponds to the online/distributed component of blended learning. 

Staker and Horn (2012) mention four models of blended learning: 

1.	 Rotation model – students rotate between learning modalities, at least one of 
which is online learning; 

2.	 Flex model – content and instruction are delivered primarily online and students 
move among learning modalities on their individual schedule. Some implemen-
tations have substantial face-to-face support, while others have minimal support; 

3.	 Self-Blend model – students take one or more courses entirely online in addition 
to their on-site courses; 

4.	 Enriched-Virtual model – students divide their time between attending a campus 
and using online delivery of content and instruction.

 
Whatever model is chosen, the focus should be on providing student and teacher support. 
Based on the findings of the research of over thirty universities and colleges in the USA, 
Bates (2000) recommends that higher education institutions focus on innovation in 
the design and delivery of content and instruction and on providing support.

		  False Assumptions about E-learning
This, however, is a time-consuming process and the S-curve of diffusion of innovations 
(Rogers, 2003) has to be taken into account. Also, there are some other issues to be 
considered. As reported by Zemsky and Massy (2004), there are three false assump-
tions about e-learning: 

1.	 students will engage simply because online activities are offered; 
2.	 students will engage because they are digital natives (Prensky, 2001);
3.	 e-learning will force a change in the way of teaching. 
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These assumptions are false because they imply that the e-learning process will start 
and evolve spontaneously. According to Jeffrey, Milne, Suddaby and Higgins (2012) 
the focus should be on student engagement, i.e. capturing engagement, maintaining 
engagement, and re-engaging those who have either never engaged or have become 
disengaged. Student support is of utter importance here.

Two related concepts, the concept of cultural entrepreneurship and the concept of 
(economic) entrepreneurship are treated here in the sense of compliance and fusion, 
beyond the perception of the cultural entrepreneur as an artist with a sense for busi-
ness or the other way around. The assumption implied aims therefore at redefining 
the seemingly often accepted idea of cultural entrepreneur as someone who would 
be a miscast as a cultural entrepreneur if he/she sees cultural trade as a way of adding 
profit. (Klamer, 2011). The issue is therefore not whether a cultural entrepreneur is an 
artist with a business goal and high moral standards in regarding culture or a profit 
searching economist. 

The debate about the raison d`être of entrepreneurship and cultural entrepreneurship 
alike is the debate focusing on two concepts: profit and purpose. Entrepreneurship, 
cultural entrepreneurship included, should not be primarily about profit; it is about 
purpose and the profit follows.

When the stakeholder theory and its implications for education of future entrepre-
neurs and managers are brought to the cultural entrepreneurship equation it becomes 
clear that cultural entrepreneurship education, as well as communication manage-
ment education, should be considered, debated and improved in line with the broad 
understanding of culture as a way of life (Bennett, Slatter, 2008). This approach stresses 
the significance of shared meanings in relation to both cultural practices and cultural 
products; meanings naturally shared by communication.

The strategic direction of UAS Baltazar aims at embedding these approaches in our 
education of entrepreneurs and managers, cultural and communication managers 
included. Students receiving their B.A. at our university, in most cases, continue their 
studies at Communication Management and Project Management graduate programs, 
which is also an illustration of a certain consistency on the part of the teachers in pur-
suing an integrated approach to entrepreneurship education.

Consequently, the tasks of educators in both programmes need to include, among others: 
(adapted list by QAA, 212):

	 -	 Creating a learning environment that encourages (cultural) entrepreneurial  
		  behaviour in students
	 -	 Curricula with learning outcomes that encourage entrepreneurship behaviour 
	 -	 Empowerment of students by means of relating learning outcomes to  
		  the cultural context
	 -	 Innovation in teaching approaches and willingness to experiment
	 -	 Engagement of external communities and appropriate practical contexts
 
These elements define some of the tasks included in the conceptual elaboration 
of the pilot introduction of blended learning in UAS Baltazar. We try to test this 
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conceptual framework by studying the BL practice in UAS Baltazar introduced in edu-
cation of cultural and communication managers. We scrutinise models of BL used by 
teachers, the expectations and perceptions of students and teachers about its efficiency 
and the challenges for both teachers and students, the issue of engagement included. 

		  Research Methodology
Primarily concerned with understanding of the teaching practice and improving it, 
we have chosen an action research approach. As practitioners, we have experienced 
the validity of understanding education as a practice, whose problems can only be 
considered and resolved through action, which includes teachers’ history, values and 
personal commitment to profession. The analysis within the action research concerns 
possibilities, not certainties, that it is dynamic and ever evolving (Hannan, 2008). 
We have, consequently, tried to continue analysing the material and our practice in 
a dialectical analysis of elements of both ideas and action in a holistic manner and as 
a learning process.

Our action research is covering the beginning of the pilot project of introducing 
blended learning in a number of courses of the undergraduate programme of Cultural 
management and graduate programme of Communication management (see Figure 1).

Figure 1 Action Research of Blended Learning in UAS Baltazar

In the first phase of the research, a methodological triangulation is implemented 
and both quantitative (survey) and qualitative (interviews) methods are used.  
The questionnaire was used to determine the preferred type of teaching, to assess 
the level of IT literacy, the access to a desktop computer/laptop/tablet and the Internet 
and to measure the expectations regarding blended learning. The research included 
the entire population of third year students of the undergraduate study of Cultural 
Management and the first and second year students of specialist graduate study of 
Communication Management, who embarked on BL in the academic year 2014/2015. 
The survey was carried out at the beginning of the academic year in order to avoid 

RQ: How does blended learning affect student skills and competencies in the areas  
of culture and communication in UAS Baltazar?

Phase one: Expectations and perceptions of the effectiveness of BL in UAS Balthazar

Desk research
-	 Blended learning
- 	 UAS
-	 Effectiveness of teaching 
	 practice — student engagement

Research — UAS Balthazar
-	 Student expectations — survey
-	 Teacher experiences — interviews
-	 Participant observation

Analysis — areas for improvement 
 — improved practice — new questions

Phase two: selected competencies and the effectiveness of teaching practice 
in UAS Balthazar

Desk research
-	 Key competencies
-	 Preparedness for work in 
	 communication & culture

Research — UAS Balthazar
-	 Students perceptions — survey
-	 Syllabus — content analysis
-	 Teachers — focus groups

Analysis — areas for improvement — improved practice — new questions
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getting experience-contaminated data. The survey was carried out in a group-setting, 
and took place during classes in the winter semester. Each respondent answered 
the questions individually upon receiving instructions. 

In total, the survey included 75 students, 44% Cultural Management, and 56% 
Communications Management. In the qualitative part of the research, open in-depth 
semi-structured 40-60 minute interviews with six teachers – participants in the pilot 
programme were held. The teachers, aged 32 to 64, all had previous experience the method 
which has been used in UAS Baltazar since 2006. Content analysis was used for 
the interpretation of data. The interviews were transcribed; key words and phrases 
identified in transcription, and later categorized according to themes and cor-
related with the survey data. 

		  Results and Analysis 
The questionnaire opens with a question about the preferred type of teaching. Almost 70% 
of the respondents mention that the combination of face-to-face and online teaching 
is what they prefer. 28% of the respondents consider that face-to-face teaching carried 
out exclusively on-campus is the most acceptable form of teaching, while only 2.7% 
choose exclusively online teaching.

Since least an elementary level of IT literacy is required, the respondents were asked to 
assess the level of their own IT literacy. The aim was to determine whether the level of 
accepting BL is affected by the level of IT literacy on the one hand, and by the access to 
a computer or any other device the students can use. The results show that this fear is 
not grounded as 97% of students own a device with Internet access which can be used 
and 65% of students rate their IT literacy as very good or excellent. 

With the aim of determining the attitudes about blended learning and the expected 
advantages and difficulties, an instrument1 with 29 statements was constructed. 
The respondents were asked to indicate the extent to which they agree with each of 
the statements. A five degree Likert scale was offered, in which 1 stands for strong dis-
agreement and 5 stands for strong agreement. 

The highest ranking statements reveal anxiety regarding the new approach to teaching. 
Almost 91% students expect clear instructions from the teachers regarding online 
activities, as well as teacher feedback regarding the completed activities, and a slightly 
lower but nevertheless significant 86% expect the teachers’ support in online activities 
while 89% expect technical support from the institution. 81% of the respondents see 
the flexibility of online as an advantage of bended learning. This is followed by a high 
percentage of agreement that emphasize the possibilities blended learning offers students 
in terms of easier exam procedure an overall studying, better time-management, 
continuous studying and flexibility. Respondents’ expressed the lowest level of agree-
ment with statements that emphasise the shortcomings of blended learning or potential 
difficulties with online assignments.

1Al – Ani (2013); Al Zumor et al. (2013); Dela Torre (2013);  
Owston and York (2012); Barnard et al. (2009)
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Just above a third of the respondents believe that online activities will take up a lot 
of their time. A third of the respondents think the teaching process will be more dif-
ficult and that their interaction with other students will be hindered. A quarter of  
students indicate that the flexibility negatively influence their motivation for meeting 
the online assignments’ deadlines, and under a quarter fear technical difficulties in 
online assignments.

The three lowest ranking statements refer to completely rejecting the blended learn-
ing concept. However, around 60% of respondents disagree with these statements.  
An even higher number, 83% of respondents, disagree with the statement I do not have 
a sufficient level of IT literacy for this kind of teaching, which partly corresponds to 
the findings of the assessment of students’ own IT literacy level. 

In order to process this dimension in more detail, the statements were scrutinized by 
factor analysis. 

The results of the interpretation of the varimax solution matrix confirm the existence of 
five different models of perceived advantages, disadvantages and needs of the student 
population regarding blended learning; Positive aspects of blended learning, Teacher 
and institutional support, Personal motivation, Negative aspects of blended learning, and 
Additional support.

An additional analysis shows that there is no significant difference in scores on any of 
the factors between male and female respondents. Neither any significant difference 
can be found regarding the student status (part-time or full-time) and programme 
module – Cultural management or Communications management; nor between part-
time and full-time students. A statistically significant difference was determined only 
on factor 5 Additional support.  Part-time students expect additional support in 
completing online activities to a greater extent than full-time students. As for  
the programme module, a statistically significant difference was determined on 
the factor Positive aspects of blended learning. Communication Management students  
recognize positive aspects of blended learning significantly more than Cultural 
Management students. 

In the semi-structured in-depth interviews six variables were investigated; Acceptability 
of blended learning, Perception of student satisfaction with blended learning, Institutional 
support for blended learning, Teacher burden in blended learning, Advantages and 
disadvantages of blended learning, Presence or absence of engagement strategies in 
blended learning. 

Our analyses learned that there were only a few opposing attitudes regarding main 
aspects of blended learning. Regarding acceptability of BL at UAS Baltazar, all teachers 
expressed their positive view that BL is acceptable as a teaching method. Some were 
quite enthusiastic about the future prospects of BL as ‘giving the students the best of both 
worlds, classic and on-line teaching’. Some were rather reserved, admitting the potential but 
pointing out that neither the teachers nor the students were ready. 
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Prior to the introduction of the BL pilot project in the academic year 2014/2015, 
the teachers were using LMS Moodle2 mainly for posting materials in electronic form 
and giving students the option to submit papers. However, online testing, although 
possible, was not widely used and the final evaluation was mainly summative.  
The introduction of BL has given the teachers the opportunity to expand in  
methods used. The students have been given the opportunity to better use their time 
in what was mainly the implementation of the Enriched-Virtual model. The students 
of Cultural Management had, in a way, been groomed in the previous two years 
by various project-based tasks and stimulated to welcome innovation, particularly 
because there is a certain collective culture implying their innovative spirit as future 
cultural entrepreneurs. 

The teacher of Cultural Management took a lead in using BL techniques and the statistics 
he had gathered after the end of the winter semester led him to the conclusion that BL 
for future cultural entrepreneurs is at the good start and needs to be developed further. 
Thus, 55% of 65 students enrolled in the course completed all the online assignments. 
A total of 66.2 % passed both their mid-term exams in the form of two online tests 
(which has never happened before) and thus fulfilled the requirements for the final 
oral exam. 

Regarding their perception of student satisfaction with blended learning, two teachers 
claimed that students were fully satisfied, while four teachers claimed that there were 
big differences between full-time and part-time students. Teachers claimed full-time 
students expressed some dissatisfaction with the new method, while part-time students 
valued the flexibility in time for studying. Teachers insisted that students should be 
better prepared for BL.

The overall response regarding institutional support was rather critical towards 
the institution. While all admitted that support undoubtedly existed on a declarative 
level, some teachers said they felt completely abandoned and isolated, while other 
teachers looked for support among themselves. All complained that some type of 
support is needed, not only technical but also pedagogical and methodological.  
They claimed that the opportunities were not promising without a support system in place, 
person, centre, or a network.

		  Teacher Preparation
All interviewed teachers claimed that teacher preparation for BL was a huge, extremely 
time-consuming task and that online activities reduced the opportunities for inter-
active contact. One teacher admitted to not having prepared extensively as the materials 
were already prepared in previous years, but others described a lot of time and energy 
included in the preparation and in monitoring students’ progress online, correcting 
assignments etc. This correlates with the survey findings that clear instructions and 
support are expected from teachers. Again the issue of methodological preparation and 
the need for support and additional capacity building in course design were stressed. 
This corresponds to survey findings that the teaching process would be more difficult 
and interaction with other students hindered.

2Moodle: a free, open-source PHP web application for  
producing modular internet-based courses
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All teachers but one claimed that advantages of BL (better student results, better online 
interaction, saving time and studying costs, compliance with modern online mobility 
of student population) outnumbered the disadvantages (lack of preparation, some-
what sceptical attitude of students and teacher workload). Even reserved teachers 
claimed that the advantages would be great if all the conditions were met (support, 
preparation of both teachers and students).

A last group of questions was about the presence of five engagement strategies as identified 
in literature research: primer, social presence, challenge, authentic tasks and re-engaging. 
All teachers claimed to be implementing at least three of the five strategies. The one not 
followed was re-engaging which included monitoring and early identifications as well 
as personal contact and negotiated conditions for re-engagement. Teachers claimed to 
be so focused on the content, form and online interactive exchange with students and 
monitoring their success, that in this stage they could not deal with individuals who 
disengaged. Furthermore, it was clearly stated that no particular one size fits all model 
would be found acceptable. Teachers have adopted and adapted three of the four models 
(Staker and Horn, 2012). 

Based on the survey data and interviews with teachers, a SWOT analysis drafted 
below suggests that this phase of the project has pointed to a number of strengths and 
opportunities.

STRENGTHS	 WEAKNESSES

-	 BL programme is more cost-effective	 -	 No preparation of students
-	 Accessibility of learning for all categories	 -	 No preparation of teachers – left on their own 
	 of students (part-time students)	 -	 Institution support only on declaratory level
-	 Innovative potential of further development	 -	 Interactivity with teachers and other
	 of BL methods 	 -	 No focal point for teacher support
-	 Students own the technology needed	 -	 No expert in course design at hand		
	 students reduced
-	 Better time management for students
-	 Easier exam procedure and overall  
	 studying for students
-	 Preferred type of teaching for majority 
	 of students 	

OPPORTUNITIES 	 THREATS
 
-	 Compliance with increasing on-line mobility 	 -	 Increasing teacher burden
	 of student population	 -	 Monitoring by teachers time consuming
-	 Adapting to communication style closer 	 -	 Pressure by competition
	 to students	 -	 Some students drop out of on-line activities 
-	 Part–time students need additional support 		  and disengage, posing a problem 
	 which opens new areas of engagement		  to course community
-	 Flexibility of studying 
	

Figure 2 SWOT analysis of blended learning in UAS Baltazar

In addition, areas for improvement were found on the level of all three key stake-
holders: management, students and teachers. Regarding management, it is clear from 
the results that policy introduction and declarative support will not suffice for sustain-
able introduction of BL but additional operational measures are needed. These refer 
to financial and human resources. Additional elaboration of teachers’ performance 
management might also be required in the future.
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On the level of students the attitude is generally positive towards the new method but 
they need to be prepared and their growing expectations need to be met. This means 
that teaching process planning needs to be considered in-depth in the new circum-
stances. If the management and teachers fail at this, the opportunity to increase 
the quality of learning will be lost.

Finally, the main burden of these new methods is obviously on the teachers. They need 
institutional support and help in awareness raising and capacity building. As partici-
pants in the process they should be able to plan future elaborations of BL introduction 
in the teaching process.

		  Conclusion and Recommendations
The action research has shown that the introduction of blended learning in UAS 
Baltazar has proved to have a number of advantages that range from cost-effectiveness 
and time management to easier exams and overall studying for students, to being 
a preferred type of teaching for the majority of students.

These are encouraging results for this phase of the pilot project that has only been 
introduced in the academic year 2014/2015. It also reveals numerous challenges and 
opportunities that need to be dealt with as a part of the process of introducing blended 
learning and developing new programmes and new teaching techniques.

At this stage the main recommendations concern an urgent need for teacher support 
and the preparation of students. It is recommended that these two strategic interven-
tions be developed in a participatory manner. In addition, both students and teachers 
should be included in the process of planning corrections and alterations of blended 
learning in UAS Baltazar.

		  References
Al-Ani, Wajeha Thabit (2013). Blended Learning Approach Using Moodle and 
Student’s Achievement at Sultan Qaboos University in Oman. Retrieved from: 
http://www.ccsenet.org/journal/index.php/jel/article/viewFile/28509/17543

Al Zumor, Abdul Wahed Q.; Al Refaai, Ismail K.; Bader Eddin, Eyhab A.; 
Aziz Al-Rahman, Farouq H. (2013). EFL Students’ Perceptions of a Blended 
Learning Environment: Advantages, Limitations and Suggestions for 
Improvement. Retrieved from: http://www.ccsenet.org/journal/index.php/elt/
article/view/30165/17872

Barnard, Lucy; Lan, William Y; To, Yen M.; Oslan Paton, Valerie; Lai, Shu-Ling 
(2009). Measuring self-regulation in on-line and blended learning envi-
ronments. Retrieved from: http://www.sciencedirect.com/science/article/pii/
S1096751608000675 

Bates, A. (2000). Managing Technological Change: Strategies for College and 
University Leaders. San Francisco: Jossey-Bass

Bennett, P., Slater, J. (2008). Communication and Culture. New York: Routledge

Bonk, C. J, Graham, C. R. (2006). The Handbook of Blended Learning: Global 
Perspectives, Local Design. San Francisco: Pfeiffer Publishing

About the Authors
Prof Dr Majda Tafra is  

a life-time tenure professor 
at the University of Applied 
Sciences Baltazar Zapresic, 
Croatia.  She also teaches 
courses in communication 

and business ethics and sus-
tainable business at  

the University of Dubrovnik 
and Rochester Institute of 

Technology, Croatia.  
She holds a doctors degree 
in communication sciences 

from the University of Zadar, 
Croatia and postgraduate 
certificates in sustainable 
business and cross-sector 

partnership and sustainable 
development from  
the University of  
Cambridge, UK. 



P
E

D
A

G
O

G
Y

150 CREATING CULTURAL CAPITAL

éMajda Tafra, Ana Skledar, Ines Jemric

Dela Torre, Jennifer M. (2013). Variances on Students’ Blended Learning 
Perception According to Learning Style Preferences. Retrieved from: http://
www.iiste.org/Journals/index.php/JEP/article/view/7914/7990

Hannan, A. (2008). Writing Up Research, Faculty of Education, University of 
Plymouth. Retrieved from: http://www.edu.plymouth.ac.uk/resined/writin-
gup/WRITING%20UP%20RESEARCH.htm

Jeffrey, L.M., Milne, J., Suddabay, G (2012). Help or Hindrance. Blended 
Approaches and Student Engagement. Retrieved from: https://akoaotearoa.
ac.nz/download/ng/file/group-3089/help-or-hindrance-final-report.pdf

Klamer, A. (2011). Cultural entrepreneurship. In: Rev Austrian Econ. Retrieved 
from: http://download.springer.com/static/pdf/449/art%253A10.1007%
252Fs11138-011-0144-6.pdf?auth66=1425750820_4dba6b96e37efe923ba4b-
755de114bfa&ext=.pdf 

Owston, Ron; York, Dennis (2012). Evaluation of Blended Learning Courses 
in the Faculty of Fine Arts – Fall/Winter Session 2011 – 2012. Retrieved from: 
http://irdl.info.yorku.ca/files/2014/01/TechReport2012-4.pdf 

Prensky, M. (2001).  Digital Natives, Digital Immigrants. MCB University 
Press, 9(5).

QAA, (2012). Enterprise and entrepreneurship education, The Quality Agency 
for Higher Education. Retrieved from: www.qaa.ac.uk 

Rogers, E. M. (2003). Diffusion of Innovations. New York: Free Press

Staker and Horn (2012). Classifying K-12 Blended Learning. San Francisco: 
Innosight Institute. Retrieved from  http://www.christenseninstitute.org/
wp-content/uploads/2013/04/Classifying-K-12-blended-learning.pdf

Zemsky, R. and Massy, W. F. (2004). Thwarted innovation: What Happened 
to e-learning and Why?  Retrieved from: http://www.thelearningalliance.info/
Docs/Jun2004/ThwartedInnovation.pdf

She published five books and 
numerous articles on com-
munication management 

and corporate responsibility. 
Before joining the academia 

Majda worked as a journalist 
and as a public affairs  
manager in UNICEF  

and in Coca-Cola.  
— 

majda.tafra@gmail.com

Prof Dr Ana Skledar is  
a college professor at t 

he University of Applied 
Sciences Baltazar Zapresic, 

Croatia. She is Assistant 
Dean for Academic Affairs 
and also teaches English for 

Specific Purposes (ESP).  
She earned her PhD in  

literature from the Faculty 
of Philosophy, University of 
Ljubljana, Slovenia. She is 

an ESP textbook author and 
publishes papers in the area 
of ELT and ESP, language 

and literature. Ana’s areas of 
interest are interdisciplinary 

and experimental approaches 
to teaching ESP and new 

technologies in education. 
— 

a.skledar-matijevic@bak.hr

Ines Jemrić BA MA is   
a senior lecturer at  

the University of Applied 
Sciences Baltazar Zapresic, 
Croatia, where she teaches 

sociology. She is  
the head of the Department 

for Sociology, Psychology  
and Related Disciplines.   

She holds a BA in Sociology 
from the Faculty of 

Philosophy, University of 
Zagreb, Croatia and an MA 
in Sociology of Culture from 

the Faculty of Philosophy, 
University of Ljubljana, 

Slovenia. Her areas of inter-
est are sociology of culture, 

sociology of gender and  
cultural/creative industries.  

— 
ines.jemric@bak.hr 



P
E

D
A

G
O

G
Y

151Cultural Entrepreneurship in Theory, Pedagogy and Practice

Companions, not general 
managers What makes arts 
management graduate studies 
successful?

		  Abstract
Starting from a philosophical investigation of the specificities of arts management and 
cultural entrepreneurship and their consequences for management education in the 
fields of arts and culture, this paper addresses the labour market response to curricu-
lum design in the Cultural Management master program at the University of Antwerp, 
Belgium. A survey amongst alumni was held in 2009 and repeated in 2014. This study 
gives an insight into the distinctive qualities of an arts management master program 
compared to a general management program, and how such a degree can meet the labor 
market needs of the arts and culture industries. It supports the Janus syndrome 
conclusion of Brkić (2009), who stated that a simultaneous look at general management 
and the arts is essential to the success of an arts management education program. 
Arts managers and cultural entrepreneurs need to be acquainted with both banks of 
the river, as well as with the techniques needed to build solid, beautiful and ‘challenging’ 
bridges. Besides being general managers and producers, arts managers and cultural 
entrepreneurs also act as mediators and as companions of artists, associated with them 
in the same way that a pianist accompanies a singer.

		  Introduction
The establishment of arts administration and arts and cultural management master 
programs at universities in North America and Europe reveals a need to separate these 
education programs from other management, business and arts degrees. This contribution 
examines the distinctive qualities of an arts management program in comparison to 
a general management program and how such a degree can meet the labour market 
needs of the arts and culture industries.

First, we analyse the debate surrounding the specific characteristics of arts and cultural 
management and subsequently the ideal education model for this field, as an exten-
sion of the debate on what general management is, and how it should be taught. 
Second, we describe our case study: the Cultural Management master program at 
the University of Antwerp and two surveys investigating the arts and culture labour  
market response to this program.

		  Terminology
The 1965 Rockefeller Panel paper was the first policy paper to call for a more professional 
managerial framework for the arts. The keyword was arts administration, and universi-
ties subsequently began offering graduate and postgraduate studies in arts administration.  
This term was far less popular in Europe, when new arts and cultural management 
master programs were established towards the end of the 20th century. Şuteu (2006) 
notes that the term ‘management’ is more strategy and enterprise oriented. When it 
comes to management, there is a stronger focus on the market as opposed to the hier-
archical approach of organizations. Alternatively, as Bridgstock (2013) puts it,  

Bruno Verbergt
Laila De Bruyne
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arts entrepreneurship concerns skills that are associated with ‘the application, sharing and 
distribution’ of art and creative work as opposed to ‘its creation or making’. More programs, 
especially in the U.K. and the Netherlands, are now adding cultural entrepreneur-
ship to their diploma titles, and universities are developing research and competence 
centres under that name1. The qualitative survey made by Beckman (2007) of U.S.-
based ‘adventuring’ arts entrepreneurship programs reveals that the entrepreneurship 
approach is not limited to Europe. While there are some differences between the three 
terms with respect to the dynamics of the subject matter (administration and management 
now have a more static flavour, focused on ‘running the business’, while entrepreneur-
ship is far more dynamic, focusing on ‘creating the business’), we have opted to use 
the word ‘management’ to refer to the entire field. 

		  The Specificities of Arts and Cultural Management
The academic evolution of management as a science, following its launch by scholars 
such as Henri Fayol, Frederic Taylor, Max Weber, Mary Parker Follett and Elton Mayo, 
has been challenged since the early seventies by Henry Mintzberg’s research on what 
managers really do. ‘The trouble with ‘management’ education is that it is business edu-
cation, and leaves a distorted impression of management. Management is a practice that 
has to blend a good deal of craft (experience) with a certain amount of art (insight) and 
some science (analysis)’, writes Henry Mintzberg in his introduction to Managers Not 
MBAs (2004). Thus, management is neither a science nor a profession. Mintzberg (2009) 
elaborates on this view using his own doctoral research (1973) and supports other 
authors such as Whitley (1989; 1995). Barker (2010) also defends his view. Baily and 
Ford (1996) criticize the practice of American business education established since 
the 1950s, claiming too little distinction has been made between scholarship (the act 
of generating knowledge) and education (the act of training practitioners): ‘The prac-
tice of management is best taught as a craft; rich in lessons derived from experience and 
oriented toward taking and responding to action.’ Baily and Ford call for an alterna-
tive model that views management as a craft involving creativity, experimentation and 
judgment. Laermans (2012) reminds us that the very skilfulness of a craft rests on 
the paradoxical ability of the practitioner to transform the not-knowing that the activity 
necessarily involves into a workable delusion of knowledge or expertise. 

When it is defined as a practice, we might argue that management can be taught by 
transferring knowledge, practicing the craft and enhancing students’ insight and ‘artistic’ 
(hidden) talents. A similarity emerges with the educational challenges of arts acade-
mies and with the history of the concept of the academy and academism (Boime 1986; 
Gielen & De Bruyne 2012): art is also a practice, fuelled by knowledge, craftsmanship 

1Of the 152 graduate and postgraduate study programs listed on  
www.artsmanagementnetwork.net, 96 (63%) have the word ‘management’  

in their title and 27 (18%) the word ‘administration’. Of this latter group,  
17 are taught in the USA. Two educational institutions offer a degree in ‘ 

arts administration and management’. The website lists three institutions that 
offer master programs in arts entrepreneurship, all based in the U.K. or  

the Netherlands. A Google search (‘master cultural entrepreneurship’,  
‘maîtrise entrepreneuriat culturel’ and ‘maestria empresario culturales’  

performed on 21 December 2014) yielded nine results: five courses in the U.K., 
two in the Netherlands and one each in Ireland, Bulgaria and Indonesia. 

Beckman (2007) lists 42 programs (all levels) in the U.S. that focus on  
‘adventuring’ arts entrepreneurship.
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and talent or artistic creativity. Thus, being an artist or manager is not a profession;  
it is a vocation. This definition suggests that the distinctive qualities of arts management 
postgraduate programs should be investigated within three domains: management, 
arts and arts management knowledge; management, arts and arts management craft; 
and management, arts and arts management creative capacities, competences and insights. 

It is clear that there is a significant difference between the knowledge and craft of 
management and the knowledge and craft of the arts. However, both managers and 
artists are expected to use their ‘creative’ talents and insights in their jobs. Alongside 
the economization of the concept of culture, we are seeing a growing interest from the 
management side in creativity (Lampel, Lant & Shansie 2000; Sutton 2001; Bilton & 
Leary 2002; Florida & Goodnight 2005; Amabile & Khaire 2008) and even in the arts  
(Nissley 2002). Creativity is seen as essential to success in any discipline or industry,  
and is one of the most sought-after traits in leaders today. Creative thinking has 
enabled the rise and continued success of countless companies (Kelley & Kelley, 2012). 
Besides this common interest in creativity and its management, Hagoort (2007) mentions 
the commonly held belief that management and the arts are incompatible, echoing 
Horkheimer, Adorno and Benjamin. The rational mind-set of managers might lead to  
massification and profit-making activities, which are opposed to artistic integrity,  
and thus undermine the quality of cultural products (see also Chiapello 1998). 
Management is supposed to be free of the values that are so inherent to arts and culture. 
Kuesters (2010) acknowledges the functional differences between arts managers and 
artists, but also proposes the use of theoretical frameworks that see arts managers as 
liaisons between finance and arts. Hence the image of building a bridge between the worlds 
of management and the arts and culture. Hence, also, the relevance of investigating 
structural differences between general management and cultural or arts management. 

		  A separate Knowledge Base for Cultural Management?
Within the knowledge domain we can distinguish a number of very different theories 
and models specific to cultural management. The first group of these concern the value 
appreciation of culture, which is variously seen as different from, broader than or even 
reducible to economic value equations (see e.g. Klamer 1996, Hutter & Throsby 2008, 
Snowball 2008). Gielen et al. (2014) give an overview of all empirical evidence of the value 
of culture. Evrard & Colbert (2000) and Noordman (2010) stress that value in arts and 
culture is experiential, thus immaterial and specific in the sense that it does not diminish 
after use. The second theory of note is Baumol and Bowen’s law on cost disease, 
the productivity lag that is inherent to the live performing arts. A third group consists 
of leadership theories that are specific to artistic leadership (Hagoort 2005). Taken as 
a whole, the scientific knowledge base that is specific to cultural management is rather 
limited compared to that of general management and there is no convincing argument 
for treating it as a separate discipline.

		  The Art and Craft of Cultural Management
Many authors who advocate a clear distinction between management and arts man-
agement do so on the basis of a distinctive or ‘deviant’ application of management 
models and theories. Still, as Noordman (1993) points out, we need to be aware that  
there were no theoretical motives for starting new arts management education programs.  
It was a number of rather practical concerns that drove universities to offer cultural 
management programs, such as the growth of cultural organizations and the expanding 
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complexity of their environment. It seemed obvious to offer separate programs, 
distinct from general management, because of the interdisciplinary approach required 
by arts administrators and managers.

If we consider management to be a practice, combining knowledge, craft and insight, 
it is clear that while the craft concerns working in the artistic, cultural and creative 
sectors, it is their insights that distinguish cultural managers from general managers. 
Cultural managers should be aware of the tacit weakness of general management, 
which implicitly focuses on large-scale, industrial and profit-driven organizations 
(Hagoort 2005). However, they should also be aware of the dangers of viewing general 
management as a set of generally applicable theories and models that need no further 
craftsmanship or insight. In what follows, we outline a number of relevant discussion 
points and conclusions, derived from the literature.

1.	 Specific talents and insight with respect to strategic management. Cultural man-
agers need specific talents and insight with respect to strategic management. 
Hagoort (2005) stresses external orientation and innovation, cultural mission, 
societal responsibility, passion and affection as crucial elements of cultural entre-
preneurship. De Corte (2011) notes, however, that the basic principles of entre-
preneurship, as summarized by Shumpeter, are still relevant to arts and culture. 
Şuteu (2006) observes that the cultural manager’s relation to society and especially 
to cultural policy is typical of European contexts.
Arts organizations need a supply-side marketing approach (Evrard & Colbert 2000, 
Bendixen 2000). Fillis (2006) describes how the arts industries demonstrate 
the implications of ignoring market demand and customer wishes. Noordman (2010) 
describes programming as a meeting of production and taste, while De Roeper (2008) 
views it as a cultural gatekeeping activity linking audience and artist. Of course, 
the degree of supply orientation varies: cultural organizations (such as public 
libraries) are less supply driven than arts organizations. In addition, cultural and 
creative profit industries are often primarily demand driven: Chong (2002) uses 
this tendency towards market orientation as an indicator of cultural entrepre-
neurship. Hagoort (2007), meanwhile, puts far more emphasis on the organization- 
specific elements of cultural entrepreneurship. 

Evrard and Colbert (2000) state that project and innovation management are 
important for the arts and for the cultural manager. Also, cultural managers should 
be adept at managing discontinuity, and artistic activities are prototypical.  
Their experiences in working with intermittent workers, dealing with dual man-
agement and specializing in what Evrard and Colbert refer to as ‘immateriality and 
patrimoniality’ in finance and accounting may make cultural managers excellent 
role models for general managers. We might also refer to the peculiarities of author-
ship and the very special contracts related to buying in top artists (Noordman 2010). 
Evrard and Colbert (2000) conclude that the differences between general man-
agement and arts management may not be that big in many ways, but that just as 
neurology and cardiology are subdisciplines of medicine, cultural management 
should be considered a sub discipline of management. For example, Bendixen 
(2000) notes that artists acquire value not only through sales, but also through 
reputation. Even given the description of arts management as a creative activity in 
itself, attracting public attention and launching images based on reputation,  



P
E

D
A

G
O

G
Y

155Cultural Entrepreneurship in Theory, Pedagogy and Practice

Companions, not General Managers 
What makes Arts Management Graduate Studies Successful?

it cannot replace classical management and its marketing, financing, labor relations 
and accounting functions. Again, the peculiarities of arts management seem to  
demand a different kind of insight. ‘First’, Bendixen (2000) writes, ‘serious arts 
production follows the criteria of the arts and artists; in contrast to commodity 
industries, its primary purpose is not to satisfy the ordinary needs of consumers,  
but to challenge their interest in the art, which is more or less independently produced’. 
Second, arts and culture embrace a broader range of target groups than does  
the consumer market. However, when it comes to shaping a stable and far-reaching 
public sphere in which to secure a reputation, arts management and business 
management are in many ways rather similar. 

2.	 Besides marketing strategy, Evrard & Colbert (2000) and Noordman (2006; 2010)  
also identify specific approaches to promotion (the dominance of word of mouth; 
the larger amounts of time spent on public relations), branding (a particular means 
of image building which uses a combination of brands) and market research (which is  
primarily qualitative). Sometimes, word of mouth marketing and branding work 
so well, that the arts manager neglects other essential marketing techniques 
(Noordman 2006). Durrer and Miles (2009) focus more on the social dimension 
of relationship building, which they found in arts marketing practices in the U.K. 

3.	 Leadership, too, requires special attention in the context of arts and cultural 
organizations. Besides the dominance of dual leadership in arts organizations  
(Chiapello 1998, Evrard & Colbert 2000, Cliché et al. 2002, Cray, Inglis & 
Freeman 2007, Noordman 2010), a special kind of charismatic, highly ded-
icated and perfectionist artistic leadership has been identified in the lit-
erature (Hagoort 2005, Noordman 2010). Leaders in arts and culture face 
specific challenges: managing and leading creative personnel and processes  
(DeFilippi et al. 2007) means dealing with leadership paradoxes, such as find-
ing a balance between personal initiatives and common goals and benefits, 
and between stimulating collaborators’ autonomy and setting up functional teams 
(Andriopoulos 2003). Hagoort (2005) and Şuteu (2006) list an entire set of specific 
values of relevance for cultural leaders, including human rights-related, ethical, 
social, democratic, and idiosyncratic artistic values. Such leaders must be able 
to understand and critically react to the culture of stereotypes as well as to label 
diversities (Şuteu 2006).

4.	 In the area of human resources (HR) management, cultural managers need to have 
specific insight into working in small teams, where work relations are informal  
and the environment is dynamic. The adhocratic organization culture is prom-
inent: decentralization, creativity, change and experimental drive are key values 
(Hagoort 2005). Intrinsic motivation can be so high in cultural organizations that 
managers need to temper it, to prevent physical, mental and relational damage. 
In such cases, managers may also neglect other basic HR issues (Noordman 2010).

The ‘art’ of cultural management, namely the vision or insights surrounding  
the subject matter, is a far broader domain than the scientific base of general 
management. A more intense and field-specific type of education is required to 
prepare managers to cope with the huge number of potential constellations and 
organizations that are present in the artistic and cultural realm.
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		  The Roles of the Cultural Manager
Some authors describe the differences between cultural management and general 
management on the basis of the specific roles cultural managers need to play.  
As the performing arts show us, roles are embodied through rehearsal and repetition. 
Oefening baart kunst, goes the Dutch proverb: practice makes perfect, literally ‘practice 
gives birth to art’. Which roles exactly should aspiring cultural managers be practicing?

Radbourne and Fraser (1996) attribute to the cultural manager the role of facilitating 
the exchange of artistic experience between the artist and the consumer through inno-
vative cultural leadership. As this transfer is often related to government cultural policy, 
the cultural manager thus acts as a mediator for legislation, artists and the cultural 
industry itself. Bendixen (2000) also focuses on this facilitating role: the exchange, 
or mediation, should occur through images based on reputation and distinction, 
in a supply-driven manner. This is especially the case with arts products which aim 
beyond easily reachable audiences. Many other authors mention this bridging role as 
essential and distinctive to arts and cultural managers. It can be grounded histori-
cally in the role of the impresario and producer (Noordman 2010) or the cultural gate-
keeper (De Roeper 2008). It can also be conceived as developmental (UNESCO’s aim, 
as described in Boylan 2003), entrepreneurial (Hagoort 2005, 2010), or as dealing with 
or shifting between two different logics (Cray, Inglis & Freeman 2007, Brkić 2009, 
Eikhof & Haunschild 2007, Kolsteeg 2014) or languages (Rooijakkers 1990, Bendixen 
2000). Chiapello (1998) focuses on the role of the cultural manager as a companion of 
artists, where the logic of love, with its elements of trust and belief in non-exploitation, 
runs parallel with the logic of art.

		  Implications for Cultural Management 
		  Graduate Education
At the end of introductions to cultural management textbooks, we often find state-
ments such as: ‘These characteristics [of cultural organizations] have implications for 
the way art managers apply general management theory to their own situation’ (Hagoort 
2005). Devereaux (2009) remarks in her ‘state of the field’ that many authors pay lip 
service to arts and cultural management as a separate discipline, but eventually conceive 
of art and culture as the next thing to be managed. Textbooks on cultural management 
such as Byrnes (1999), however, remain faithful to the classical management approach. 
Ebewo & Sirayi (2009) also see cultural management education as an education in 
traditional management, followed by specialization in the management of one or more 
arts disciplines. Eventually there might be a future, Ebewo & Sirayi conclude, in which 
‘cultural management will not be a tenant in another department but an autonomous 
department that will cater effectively to the teaching of the relevant and related subjects; 
it could even become an independent school within a university’. Using Mintzberg’s 
definition of management as a practice combining knowledge, craft and insight, we 
are far better equipped to understand the differences between general management 
and cultural management. The latter can then be seen as a sub discipline of the first, 
adding only a few findings and laws of its own to the knowledge base, enriching the 
craft by defining clearly the bridging or mediating and companion roles of the cultural 
manager, and unveiling peculiarities in the application of general management and 
leadership theories as well as in the dynamics of the arts and cultural industries.  
This implies that all academic discourse on general management education should 
be part of a reflection on cultural management education – something that has not 
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been done to date in studies or reflections such as those by Şuteu (2006), Ebewo & 
Sirayi (2009) and Brkić (2009). Discourses that originate from arts education, such 
as Beckman (2007) and especially Brigdstock (2013), exclude the challenges encoun-
tered in business school education, by claiming that its entrepreneurial philosophy is 
too narrow to apply to arts and culture. Even though it has been acknowledged that 
corporate social responsibility in fact offers opportunities to broaden the classical con-
cept of management. Statements like that of Howkins (2001) that successful creative 
entrepreneurs must ‘realize their success will be measured in financial terms; the rest is 
in shadows’ have not only had a devastating impact on the open mind-set: it is a state-
ment that even many general business managers would not endorse.

		  The Janus head 
Brkić (2009) uses the metaphor of the Janus head (introduced by Şuteu 2006): cultural 
management education should include both artistic or cultural education and mana-
gerial education, and its basis should be cultural. The ability to shift between two logics,  
one artistic-cultural and one business (market oriented and/or institutional/policy oriented),  
is a skill cultural managers need to master, both as mediators and as companions. 
Bendixen (2000) distinguishes the cultural manager’s mediating role from the bridging 
role of a general manager, who also mediates but as an agent, trader or broker. The cultural 
manager does not value both sides equally, ‘but firmly plants reputation and distinction in 
the minds of the customers, audiences and consumers, as well as in the media, in the rele-
vant political scene, and among the experts, critics and whomever else may be of importance.’  
The same goes for the companion role of the arts manager as producer. Here, being a com-
panion is comparable to the pianist accompanying the singer. It is a subtle game of 
leading and following, and of following and leading. 
Trust is tremendously important: it is given, understood and built. In the end, however, 
it is the singer who is the star. What the ‘academy’ of cultural management needs to 
achieve, by providing examples, cases, tools for application, internships and so on, 
is the delivery of insight to students: insight into how management works, how art and 
culture work and how the bridge between the two worlds works. Subsequently, students 
will develop insight into what roles to play and what crafts to practice.

		  The University of Antwerp Case
Brkić (2009) distinguishes four types of curriculum: those that copy directly from 
business management; those that focus on the technological process of producing 
artwork; those that link cultural management and cultural policy; and those that 
take an entrepreneurial approach to arts management, connecting it to issues of cre-
ativity and innovation. The University of Antwerp (Belgium) has offered a graduate 
program in cultural management in the Faculty of Applied Economics since 1999. 
While the program mainly falls into the first category mentioned above, it also has 
elements characteristic of the third type, and of the fourth type, primarily because 
of the involvement of a competence centre devoted to the creative industries at  
the Antwerp Management School. Undergraduate students in any discipline (often with 
a supplementary preparatory or conversion year) learn to master the art of combining 
arts, culture and the creative industries with management in one year. 
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During this year, the students acquire knowledge, experience and insight by thoroughly 
auditing an arts organization or cultural institution: what do these organizations actually 
do in the areas of general and strategic management, marketing management, financial 
management and HR management? Finally, their master thesis tackles a real manage-
ment problem within one or more arts organizations. 

		  Methodology and Data Collection
We used data from two electronic surveys taken in 2009 and 2014. Both surveys con-
sisted of quantitative and qualitative study about the employment of graduates of  
the master in Cultural Management and their opinion of the direct usefulness of the mas-
ter in their first and/or current job. Since the master program is still running, and given  
the distribution of survey participants over the graduation years, we consider the data col-
lection to be representative, albeit with a slight overweight for the more recent years.

		  Respondents’ current Work Situation 
Of all respondents in the two surveys, 87% (2009) and 91.4% (2014) had a paid job. 
The majority (almost 90%) were employees; the others were self-employed. Taking both 
surveys together, 57.6% of respondents worked in the cultural sector or creative industries. 
A decline was observed in the more recent years, which might be attributed to the effects 
of the economic crisis. Furthermore, 39% of all respondents (2009 & 2014) were found 
to work in management-related functions. In 2014, 90% of respondents said that they 
were working at university level.
A clear relationship can be observed between graduates’ major choice and their 
current profession. However, care must be taken when drawing conclusions about 
causal relationships: students that are motivated to choose a particular major, will also 
be motivated to look for and find a job within the same sector. The qualitative section 
of the survey should provide more evidence. The high score for ‘other’ sectors in which  
alumni of the creative industries major are employed can be explained by 77% employ-
ment in the private, more commercial sectors such as banking, transport, retail, 
consulting and pharmaceuticals. 

Table 1 Masters’ current work situation

Describe your job?	 2009	 2014		 Breakdown of the 2014 survey 
I have a job in…	 (in %) 	 (in %) 
	 n = 145	 n = 105	 2009-2014	 Major cci 	 Major A&C 	
			   (in %) n = 28	 (2010-2013)	 (2010-2013)	
				    (in %) n = 36	 (in %) n = 41
				    	
The cultural sector	  
(government inclusive)	 53,8	 36,2	 39,3	 16,7	 51,2

The creative industries 
(publishers, film 
productions houses, 
concerts, design, etc.)	 7	 14,3	 10,7	 27,8	 4,9

The social sector	 4,8	 3,8	 7,1	 0	 4,9

Education (incl. teaching
cultural courses, 
excl. educational services
in cultural organizations)	 11	 9,5	 14,3	 5,6	 9,8

Government
(other than above)	 5,5	 11,4	 14,3	 5,6	 14,6	

Other	 17,9	 24,8	 14,3	 44,3	 14,6
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		  Evaluation of the Program
Results on the value of the program in relation to the respondents’ current/most recent 
recruitment, first recruitment and its usefulness in the implementation of the job are 
displayed in Table 2. Here, we consider only one subset of the respondents, namely 
those that found work in the cultural sector and/or creative industries. 

Table 2 Evaluation of the program

The descriptions given by respondents of the usefulness of the management education 
in their current job are effectively related to the way this master study program is 
organized. Three main topics stand out: teamwork is needed in order to finish tasks 
(as in professional life); an overview of different management processes and manage-
ment domains is provided; and it offers deep insight into the specific structure of the 
sector (policy, legislation, subsidies). The qualitative data from the 2014 survey on 
the curriculum elements - being perceived as important for employment - support 
the principle of including practical experience in education. The practical internship, 
combined with the research for the master dissertation, was mentioned as the second 
most important course after Cultural Management Forum, a course in which managers 
are invited as guest speakers. 

The final goal of our research was to investigate whether or not certain competences 
were developed during the cultural management program. In educational science, 
four types of competence are defined: knowledge, skills, insight and attitudes (Bloom 1956,  
De Block & Saveyn 1985, De Block & Heene 1992, Hauenstein 1998). The results from 
the 2014 survey show that the top six (of eleven) competences evaluated positively by 
alumni are: learning to work effectively in a team; being able to work in an entrepre-
neurial manner; using your skills in a network; reflecting on your work and yourself 
easily; translating reflections into constructive activities; having insight into/under-
standing/implementing scientific knowledge of cultural management and make critical 
reflections; and processing and synthesizing scientific management literature. 

		  Discussion and Conclusion
Although several attempts have been made to define arts and cultural management in 
relation to general management, the results of the debate on general management edu-
cation have not yet been applied to any discussion of the ideal graduate study program 
for the sub discipline of cultural management. The understanding that management 
is a practice reveals several important issues. First, although scientific management 

VALUE OF THE PROGRAM 
FOR RECRUITMENT AND	 NOT SIGNIFICANT	 NEUTRAL	 SIGNIFICANT
IMPLEMENTATION OF	

	 2009	 2014	 2009	 2014	 2009	 2014	
	 (in %) 	 (in %) 	 (in %) 	 (in %) 	 (in %) 	 (in %) 

Last or current recruitment 
(2009: n=86; 2014: n=51)	 15	 13	 15	 4	 70	 83

First recruitment
(2009: n=57; 2014: n=27)	 35	 22	 12	 11	 53	 67

Useful in the implementation 
of the job
(2009: n=85; 2014: n=52)	 22	 13	 22	 28	 58	 59
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knowledge is clearly one of the foundations of the practice, it is not the only one. 
A too-narrow scholarly focus on this scientific aspect and on scientific research in 
graduate programs will not contribute to preparing graduate students for the cul-
tural manager’s job. Second, management as a practice means it is a craft, whose main 
learning mode is experience. Graduate study programs in cultural management that 
focus on experience, for example through internships, produce students that are better 
prepared for the labor market. Third, almost all of the qualities that distinguish arts 
and cultural management from general management are related to the ‘art’, ‘vision’ or 
‘insight’ managers deploy in their specific working environments.

Our studies, carried out at the University of Antwerp among cultural management 
graduates from 14 academic years, support the view that cultural management education 
needs to fosters the acquisition of experience and insight into the ‘bridging’ relation-
ship between management and arts and culture practices.

•	 The authors would like to thank master students Sonja Deschrijver, Evelien 
Dockx, Margot Teblick and Nele Verreyken for their contribution with a wikipaper 
on this topic.
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Developing a business model
The perception of 
entrepreneurial self-efficacy 
among students in the cultural 
and creative industry

		  Abstract
The need for entrepreneurial skills development has become a significant issue for 
both cultural policy makers (Hearn and Saby, 2014) and the educational community 
(HKU, 2010). Yet, while artists and entrepreneurs have long been compared, the distance 
between them often seems abysmal. In this article, we defend entrepreneurial educa-
tional experiences built on the hybridization of the artistic and entrepreneurial worlds.
Entrepreneurial learning is recognized as a tool for people to acquire attitudes, 
behaviours and entrepreneurial culture. Designing entrepreneurial learning among 
diverse populations helps to build these skills, as recently suggested by (Regele and Neck, 
2012): entrepreneurship education to be a ‘nested sub-ecosystem within the broader 
entrepreneurship ecosystem’ (2012:25). 
Our research presents an innovative pedagogic experiment consisting of collaborative 
workshops on new business model generation (Osterwalder and Pigneur, 2010), 
bringing together students and academics of three higher education institutions in 
music, the visual arts, and management, as well as professionals from these sectors. 
We describe and assess the perceived self-efficacy regarding entrepreneurial compe-
tencies of this experiment. The research is qualitative. We compare the results between 
art and management students. We question these results regarding the entrepreneurship 
educational models.

		  Introduction
Entrepreneurship is a heterogeneous and multi-faceted phenomenon (Fayolle and 
Gailly, 2008), observable in its natural environment: society. Entrepreneurship is a rapidly 
growing field in the academic community. Its growth is mirrored by the increasing 
number of programs in higher education (EuropeanCommission, 2008), in primary 
and secondary schools (EuropeanCommission, 2013), and in a multitude of initiatives 
with governmental support to build entrepreneurial skills through new and creative 
ways of teaching and learning.
This development is accompanied by a wide diversity in the development of programs, 
teaching their content, and defining their learning objectives. In addition, many studies 
show that education has an impact on the perception and desirability to start a business,  
the related intentions, knowledge, entrepreneurial skills, self-efficacy (Bandura, 1977, 
McGee et al., 2009) or results in terms of the number of created businesses (Martin 
et al., 2013). 

Valérie Ballereau
Christine Sinapi
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The need for entrepreneurial skills development in the arts and creative industries has 
similarly become a growing issue among both cultural policy makers (Hearn and Saby, 
2014) and the educational community (HKU, 2010). Yet, while artists and entrepre-
neurs have long been compared regarding their ability to create or to take risks,  
the distance between them often seems abysmal. 
The purpose of this article is to determine students’ perceptions of this entrepreneur-
ship training in terms of self-efficacy. The research is exploratory and qualitative, based 
on 31 questionnaires. We compare the results of art students with those of management 
students, as well as between visual arts and musical arts students.

		  Entrepreneurship Education through Culture and 
		  Creative Industry State of art of Entrepreneurship 
		  Education (EE)
Entrepreneurship is an academic field whose roots lay outside of academia, in the process 
of human activities that create economic, social and/or cultural value. These actions 
and processes are guided by the willingness to develop a project.
The significant expansion of entrepreneurship in the academic community 
(EuropeanCommission, 2008, Rizza and Varum, 2011) is accompanied by a wide 
diversity in the creation of programs, as well as teaching and defining learning objectives 
(Béchard and Grégoire, 2005). In general, these initiatives aim at teaching how to 
create and grow businesses, and they also explore how to acquire an entrepreneurial 
mind-set (Blenker et al., 2011). That is to say; learning a general attitude towards 
personal or professional life (Blenker et al., 2011, Verzat and Toutain, 2014). Each of 
these approaches targets the acquisition of different skills. In the first approach, 
the expected competencies are connected to the skills needed to develop entrepre-
neurial know-how and behaviour. In the second approach, the targeted skills are more 
focused on the value and meaning of being an entrepreneur.
Thus these targeted competencies differ according to three different dimensions:

1.	  learning object (the creation of a business or the transformation of the indi-
vidual through the acquisition of an entrepreneurial mind-set and entrepreneurial 
behaviour);

2.	 consideration of the environment (nature of the learning ecosystem by opening 
outward with extramural partnerships and experience); 

3.	  the trainers’ role (transmitter of knowledge, facilitator, coach)

Figure 1 The process of acquiring entrepreneurial competencies

LEARNER

trainer
Transmitter of 

knowledge
Facilitator

Coach

Business création
competencies

(technical skills)

Entrepreneurial mindset
competencies (Soft skills)

ENVIRONMENT LEARNING OBJECT
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1.	 Learning Object
The learning object covers two aspects:

a.	 Competencies related to business creation. In this first category, curricula are more 
focused on the exploration and development of partner networks and knowledge 
connected to methods and tools that help to create and develop a business. 
In this way, knowledge related to technical skills and expertise is privileged to  
allow learners to create businesses and consequently become entrepreneurs.  
In this learning process, the ‘teaching paradigm’ leads the learner to provide rational 
explanations and produce a logical and argued thought (Barr and Tagg, 1995) 
about the business creation and development process.

b.	 Skills related to the entrepreneurial mind-set. In the second category, teaching 
is mainly based on acquiring soft skills’ that is to say, capabilities and attitudes 
such as motivation, self-confidence, adaptation to the environment and uncer-
tainty, exploration of resources in the environment, risk assessment, creativity,  
projection, empowerment, leadership, teamwork or calling into question 
(EuropeanCommission, 2013, Verzat and Fayolle, 2013). The teachers’ mission is 
focused on supporting students in their own process of transformation (Mezirow, 
1997): people learn from questions raised about their daily experience (Dewey, 
1938). He or she helps learners to change their thoughts, to discover new ways 
of seeing the world around them and to experience themselves (Harrison and 
Leitch, 2005). In this model, the concept of entrepreneurship education takes on 
its full sense. 

2.	 Environment
Two perspectives on the environment can be identified:

a.	 The entrepreneurship education ecosystem. In open learning environments, entre-
preneurship program managers and trainers create the benefit of an entrepre-
neurial ecosystem by building strong collaborative networks (Tuunainen, 2005), 
and ultimately transform their school or university into an entrepreneurial academy 
(Clark, 2001). The entrepreneurship education ecosystem which influences the nature 
of the target competencies (closed / open, centred around the acquisition of 
knowledge / know how-to-be / know-how) is defined by five dimensions (Toutain  
and Mueller, 2015): the type of curriculum (centred around creativity and 
knowledge diversity or focused on the acquisition of technical knowledge), 
the nature of networks (external / internal), the learning space (open and collabo-
rative or individual enclosed space), the entrepreneurial culture targeted (managing 
a new business or developing an extended entrepreneurial mind-set), and peda-
gogical choices (transmissive learning or experiential learning).

b.	 Learning stakeholders. Actors in the environment can be considered as stakeholders in 
the learning process. If the objective of entrepreneurship education is to acquire 
technical skills to start a business, solicitation of internal and external stakeholders of  
the school tends to be lower, and the teacher is at the heart of the learning process. 
Most pedagogical solutions relate to the model of transmissive learning. In contrast,  
if the training aims to support the learner in acquiring an entrepreneurial mind-set,  
the learning process is more open. In this case, the learner tends to increase 
interaction with the actors of its environment in order to obtain the required 
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knowledge (Toutain and Mueller, 2015). The skills building process is then often 
collective: the learner and actors within the schools’ local environment co-build 
‘actionable knowledge’ (Jones and Spicer, 2009, Löbler, 2006, Lewin, 1951).

3.	 The trainer
According to Fayolle (2013) ‘there is commitment, intellectual and emotional 
investment and passion among the educators, instructors and all the people engaged 
in the EE’ (p. 693).

Recent research (Ruskovaara, 2014, Surlemont and Kearney, 2009) has defined an approach 
to teach entrepreneurship. Typically, the teacher is considered as a person who 1) has 
entrepreneurial experience and several years of teaching experience; 2) has leadership 
and team management competences; 3) develops internal and external networks in 
schools; 4) plays the role of guide, coach and facilitator in the learning process. In 
addition to the characteristics set out above, leaders of entrepreneurship programs 
may also appear as dissidents, straying from standardized education systems (Toutain and 
Mueller, 2015). 

		  Culture and Creative Industries’ Entrepreneurship 
		  Education: main debated Questions
The need for entrepreneurial skills development within cultural and creative industries 
has also become a critical issue, related both by cultural policy makers and the edu-
cational community. In the last decade, a growing number of initiatives have aimed 
at developing entrepreneurship programs. Although relatively low compared to other 
disciplines, the involvement of universities in arts entrepreneurship is growing (Katz et al., 
2014), more than 400 arts entrepreneurship courses are currently offered.
These initiatives take different forms: dedicated curriculum, incubators and peer-to-peer 
networks, as well as emerging initiatives involving different populations, such as trans-
disciplinary approaches and cross campus initiatives, coaching between matching 
CCI entrepreneurs and individual business, and cross disciplinary support networks 
(Roberts et al., 2014, White, 2013, Essig, 2014).

Entrepreneurship education in culture and the arts is also a growing field of research 
(Scherdin and Zander, 2011). It was initiated to answer three main concerns:  
the unemployment level of art students and the relative lack of skills of self-employed 
artists to monitor their careers (White, 2013) and, more generally, the lack of entrepre-
neurship skills of CCI entrepreneurs (HKU, 2010).
Contrary to long lasting prejudices, which predict that artists and CCI students would 
be unwilling or even unable to acquire entrepreneurship skill (Eikhof and Haunschild, 
2006, Brown, 2005), recent works have shown that CCI students not only recognize 
their need for entrepreneurship skills but would also be willing to enrol in entrepre-
neurship training programs (Shinnar et al., 2009).
A consensus exists on the need to develop entrepreneurship education for CCIs. 
Because CCIs are based on specific values, driven by critical creativity and cultural 
achievements and not primarily by profit, narrow models of entrepreneurship 
training focusing mainly on commercial success are not adapted to CCIs: entrepre-
neurship education has to be contextualized (HKU, 2010, White, 2013, HEAADMSC 
and NESTA, 2007). 
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Related to the state of entrepreneurship education (section 1), two approaches to arts 
entrepreneurship education co-exist (Pollard and Wilson, 2013). The first and most 
common, focuses on business models and business start-up skills. The second focuses 
on behavioural aspects of entrepreneurship, innovation abilities and the development 
of an ‘entrepreneurial mind-set’ (Beckman, 2007, Essig, 2014). A combined approach 
should certainly prevail. However, no clear consensus, in terms of knowledge, skills 
and abilities, has so far emerged. 
Roberst (2013))defends ‘infusing’ entrepreneurship skills in arts courses. White empha-
sizes the need for transdisciplinary programs (White, 2013). For art-institutions (HKU, 
2010), entrepreneurship education should combine sector specific training and essential 
general entrepreneurial skills such as finance, marketing or law related topics and core 
competencies to develop alongside the entrepreneurial lifecycle (a vision, market 
positioning, business modelling based on cultural values applicable to CCIs, etc.).
In addition, the efficiency of ongoing initiatives needs to be assessed, in terms of learning 
outcome and enhancement of students’ self-efficacy (Roberts et al., 2014, Essig, 2014). 
This requires valid and reliable methods that are currently lacking. 

CCI entrepreneurial education is thus emerging but detailed contents and approaches 
remain debated. Contextualization of entrepreneurship programs and creation of 
a common core of accepted approaches are needed, as well as formal and reliable 
assessment of the ongoing buoying experiments.
Considering all these elements, this article presents an exploratory study measuring 
the impact of awareness training about entrepreneurial projects on student perception of 
self-efficacy. Perceived self-efficacy is concerned with peoples’ beliefs in their ability to 
influence events that affect their lives (Bandura, 1994). Previous findings in psychology 
support the hypothesized relationship between perceived self-efficacy and behavioural 
changes (Bandura, 1977). In entrepreneurship in particular, self-efficacy is a significant 
feature of entrepreneurial behaviour. 
Factors influencing the process of self-efficacy arise from four principal sources 
(Bandura, 2001):

1.	 performance accomplishments (empowerment)
2.	 vicarious experience (vicarious or observational learning, influence of role models)
3.	 verbal persuasion (influence of the coach)
4.	 physiological states (expression of a positive -or negative- emotional feedback, 

emotional stimulation). Our analytical grid is derived from these four sources 
of self-efficacy. 

		  Methodology
Pedagogical experiment

Our research presents an innovative pedagogic experiment conducted within the Culture 
and Creative Industries Master Program (Burgundy School of Business). This experiment 
consists of collaborative workshops about new business model generation (Osterwalder 
and Pigneur, 2010), bringing together students and academics of three higher educa-
tion institutions in music, the visual arts, and management, as well as professionals 
from these sectors. Herewith we sketch the basic characteristics of the program.
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Learners. Our participants were graduate students in CCIs’ management program, 
in music and in visual arts, in their last year of study before professionalization. They did 
not know each other. 
Learning goals. This training aimed at introducing business modelling and contributing to 
the development of an entrepreneurial mind-set among students, in order to develop 
students’ perceived self-efficacy to conduct a project. In this study, we assess this last 
objective.
Design. This experiment consisted of collaborative workshops on the generation of a new 
business model. Professionals and experts from the arts industry were also involved.
Each workshop lasted one full day and was identically structured: the mornings  
were spent on business modelling with interdisciplinary teams in order to produce 
a Business Model Canvas1 for one entrepreneurial project in the arts; in the afternoons, 
each team presented its BM Canvas to a jury (composed of professionals, mainly from 
extramural structures). 
Pedagogical method. The pedagogy was based on active learning and was project- 
oriented. It implicated collaborative teamwork allowing students to share their views, 
and requiring them to come up with common and new business ideas in the arts.
Trainer. The trainers fulfilled the above discussed key characteristics of trainers in 
entrepreneurial education: 1) they have several years of entrepreneurial and teach-
ing experience, 2) they are competent in leadership and team management and  
3) they develop networks inside and outside the university. They took a facilitating 
role to guide students in their learning.

Research Method
Given the exploratory nature of our research, we used a qualitative method including 
participant observation and interview analysis. The theoretical concepts derive from 
the literature on entrepreneurship in arts and cultural education.

Sampling and data collection. Data collection consisted of an online questionnaire 
completed one week after the training by each student. The sample included 31 students 
and displays a diversity of 1) profiles from the arts and management; 2) gender;  
3) nationality (cf. table 1 below).

Table 1 Student samples

 1 For more information on the Business Model Canvas©,  
see http://www.businessmodelgeneration.com/

STATISTICS

Number of respondants	 31

of which:	 Arts students	 45%

	 Management students	 55%

	 Female	 67%

	 Male	 33%

	 French	 85%

	 International	 15%
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Data analysis. Collected data cover appraisals, feedback and emotions expressed 
by students. The set of questions was developed based on the work of Kirkpatrick 
(1975), with complementary questions focusing on perceived self-efficacy as defined 
by Bandura (1994). 
Data analysis consisted of three stages:

1.	 The first was a textual analysis of the global perception of students regarding the 
educational process.

2.	 The second stage consisted of a qualitative analysis of the same data, guided by 
the objective of assessing perceived self-efficacy. Data analysis was based on axial 
coding, as defined by (Maguire and Phillips, 2008, Corley and Gioia, 2004). The 
data collected were computerized and processed using a qualitative data analysis 
software (QSR N’Vivo 10). Verbatim transcripts were coded and grouped into 
first order concepts. 

3.	 The third stage consisted of complementary quantitative data analysis.

		  Findings and Discussion
Global perception of the training

The first part of the analysis dealt with the general perception of the training on 
the 4 components of the Entrepreneurial Education System (cf. table). 

Table 2 Global perception of the training

GLOBAL PERCEPTION OF THE TRAINING	number  of	number  of
			   sources	verbatim  quotes

Total number of coded data	 31	 190	

1-1 Learning object	 29	 64

	 1-1-1 Business creation tools	 24	 49

		  a. Discover business modelling	 17	 23

		  b. Develop project management competencies (esp. 
		  analytical methods and oral presentation competencies)	 9	 13

		  c. Practice team management basic competencies	 5	 6

		  d. Apply business model in the arts	 4	 4
	
		  e. Some contents shoud be added, especially financial aspects	 2	 3

	 1-1-2	Entrepreneurial mindset	 11	 15

		  a. Emergence of entrepreneurial intents during the day	 7	 7
		
		  b. Obstacle to entrepreneurshp mindset development 
		  among art students (prejudice against business)	 3	 7

		  c. Obstacle to EM development-reluctance to self-determination	 1	 1

1-2 Environnement	 25	 87

	 1-2-1 Type of curriculum (Design of the program)	 16	 29

		  a. Insufficient time dedicated to the experiment (1 day)	 14	 22

		  b. Reluctance toward the uncertainty inherent in the pedagogy	 6	 7

	 1-2-2	Diversity in the ecosystem	 22	 36

		  Declared interest for intercultural differences (diversity in  
		  study background arts or management and in nationality)	 22	 36

	 1-2-3 Learning stakeholders	 17	 22
	
		  a. Interest from professionnal network feedback	 13	 17
		
		  b. Interest from extra-muros experts	 5	 5

1-3 Trainer	 4	 4

		  Trainers were perceived as motivatiing, stimulatin, supporting	 4	 4

1-4 Learner

		  a. The learner expressed some personnal satisfaction	 17	 28

		  b. The learner felt motivated	 5	 5

		  c. The learner felt some frustration	 2	 2
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Generally, the pedagogical objective of the training was reached. Students felt they had 
developed the competencies in the targeted business creation tools, in particular regarding 
general business modelling as applied for the arts. They also mentioned project man-
agement and team management related competencies (cf. 1-1.1, table 2). We find indi-
cations that the training contributed to developing their entrepreneurial mind-set 
(cf. 1-1.2, table 2). The ‘one day’ format is however perceived as too short. 
Regarding the Entrepreneurial Education System, three major positive outcomes are 
identified: 

	 -	 Learners point out a general satisfaction and motivation regarding the training 
(1-4, table 2), confirmed by quantitative data (cf. table 3): 100% of students are 
globally satisfied.

	 -	 Exchanges with professionals from the arts and learning stakeholders from 
outside schools is repeatedly highlighted (1-2-3, table 2). It is praised by 97% of 
students and perceived as very satisfying (4.5/5).

The diverse study background among students is perceived as a major contribution to  
the training and a key factor in the development of personal competencies (1-2-2, table 2).
Less significantly, some criticism to the design of the course was mentioned, but it did 
not appear as essential. Overall, it was remarked that 1) insufficient time was dedicated 
to the learning process, and that 2) students wished to focus more on their personal entre-
preneurial projects. We interpret their remarks as evidence of a need for more entre-
preneurship courses in their curriculum, even if time limitations make it challenging 
to implement such active pedagogy (Vygotsky, 2012, Holt, 1966, Nunan, 1996). 

Table 3 General satisfaction amongst the learners

	 GLOBAL 	 Interest future	 EXPRESSED	 PERCEIVED 	 PERCEIVED
	 SATISFACTION	 PROFESSIONAL	 LEARNER	 TRAINER’S	 INTEREST FOR A
		  LIFE	 IMPLICATION	 IMPLICATION	 PROFESSIONAL JURY

All students

Number of answers	 31	 31	 31	 31	 31

Globally satisfied	 100%	 90%	 100%	 87%	 97%

Average satisfaction*	 4,0	 3,9	 4,2	 4,1	 4,4

CIC Management students

Globally satisfied	 100%	 100%	 100%	 92%	 100%

Average satisfaction	 4,5%	 4,1%	 4,3%	 4,2%	 4,5%

Visual Arts students

Globally satisfied	 100%	 90%	 100%	 90%	 90%

Average satisfaction	 3,9%	 3,9%	 4,2%	 4,2%	 4,0%

Music students

Globally satisfied	 100%	 90%	 100%	 90%	 90%

Average satisfaction	 3,9%	 3,9%	 4,2%	 4,2%	 4,0%
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Overall, the qualitative data confirm the relevance of the training regarding the ped-
agogical objectives and underline the entrepreneurial ecosystem as a key success factor. 
Interestingly however, differences among students’ backgrounds are observed.  
Art students, and particularly music students, were less satisfied, less interested and 
less involved in the training than were the management students. 
This may relate to the differences in the learning context and culture of each school.  
In our sample, management and, to a lesser extent, visual arts students were familiar with 
entrepreneurship courses and entrepreneurship ecosystems. In contrast, the music 
students had little exposure to both the topic and the pedagogy. This suggests that 
entrepreneurial education courses and their inclusion in an entrepreneurial education 
eco-system are relevant but should not be a one-shot (or one day) experiment.

		  Perceived Self-efficacy
Findings regarding perceived self-efficacy are synthetized in tables 4 (axial coding) 
and 5 (quantitative data). 

Table 4 Perceived self-efficacy – data structure

Axial coding confirms the literatures’ theoretical concepts. Generally, students’ 
perceived self-efficacy was enhanced after the training.

The results tend to confirm that the training reinforced participants’ perceived self-efficacy, 
in particular performance accomplishment and vicarious experience, which was itself 
enhanced by multicultural teams mixing art and management students. They also suggest 
that such an experiment should be repeated in order to overcome initial apprehen-
sions and to arouse positive emotional factors.

THEORITICAL CONCEPT	number  of	number  of
	 CATEGORY (SECOND ORDER CONCEPT	 sources	verbatim  quotes
		  FIRST ORDER CONCEPT

2 Self efficacy	 31	 124

	 2-1 Performance accomplishement	 18	 39

		  a. Enriching experience; acquisition of competences useful
		  for future entrepreneurial projects	 14	 22

		  b. Increasedself-confidence, feeling that now I my entrepreneurial
		  project will be succesful; emergence of entrepreneurial intents

		  c. Obstacle to performance accomplishment-prejudice of arts
		  students against any non artistic element, perceived as anti-artistic	 2	 5

	 2-2 Vicarious experience	 24	 32

		  a. Influence of students - stimulation, learning by interaction
		  with other students	 19	 23

		  b. Learning by interaction with the jury	 7	 7

		  c. Influence of role model	 1	 2

	 2-3 Verbal persuasion	 13	 29

		  a. The coaches were perceived as supportive	 11	 16

		  b. The jury was perceived as supportive	 7	 9
		
		  c. The coaches supplied technical support	 2	 4

	 2-4 Emotive sources of self efficacy	 15	 24

		  a. Expression of positive regarding the experience 
		  (happiness, enthusiasm)	 14	 17

		  b. Expression of negative emotional feedback
		  (frustration, apprehension, perplexity)	 6	 7
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		  Additional Findings
Some additional findings also emerged. In a minority of cases, art students expressed 
reluctance towards business and entrepreneurship, which they perceived as incompatible 
or detrimental to the arts. This limited their feeling of self-confidence regarding entre-
preneurial projects. This corresponds to a long-lasting debate in the literature on arts 
entrepreneurship which relates a series of obstacles to entrepreneurial education to 
such supposed prejudice. Business model approaches would disengage art students 
who are more interested in creative practices than running businesses (Brown, 2005). 
Antagonism between the arts and business (Eikhof and Haunschild, 2006), the idea 
that money harms rather than enabling art (Beckman, 2007), and the identification 
of creative students as ‘distinguished from the rest of society, especially the bourgeoisie 
and business’ (Eikhof and Haunschild, 2006), p234), would disengage students from 
entrepreneurship courses. Eventually, faculty and program design officials would be 
reluctant to recognize arts entrepreneurship as essential.

In contradiction to this however, we observe that the training also tends to reduce art 
students’ ‘anti-business’ prejudice. ‘We consider it as easier now to talk about ‘taboo’ topics 
such as budget, finance, wages’ (PE13). This result constitutes one of the important 
promising outcomes of the experiment. It should be discussed in future research and 
related to the mechanism of defensive routines in the learning process (Argyris and 
Schön, 1987). 

Interestingly, students spontaneously related their acquisition of competencies to 
an increased confidence in their employability, although the training was only dedicated 
to entrepreneurial projects. ‘I have learned to consider my artistic work differently. 
This will enable me to face my future professional life ‘head-high’ (PE13). This side-result, 
although unexpected, is in line with previous works in arts entrepreneurship, which have 
attributed to arts entrepreneurial education the goal of improving artists’ employability 
(Roberts, 2013, White, 2013). It may also relate to the increasingly positive perception 
of entrepreneurship by society, which has become fashionable for stagnating or declining 
economic activity in both developed and developing countries’ (Matlay and Carey, 2007).

		  Conclusion
This article describes the outcome of an innovative entrepreneurial learning experiment 
that was project-oriented, based on active learning, and deployed campus wide and 
multicultural teams by mixing art students and management students. The objective of 
the training was to familiarize students with entrepreneurial project development by 
introducing business modelling and enhancing an entrepreneurial mind-set. 

This research aimed to determine the students’ perceptions of self-efficacy. Qualitative 
analysis findings support an enhancement of perceived self-efficacy after the training, 
in particular, performance accomplishment and vicarious learning. Diversity of back-
ground in the teamwork appears as contributing to this result. Verbal persuasion is 
observed, but to a lesser extent. Findings regarding emotional sources of self-efficacy 
are mitigated, and suggest that such campus-wide entrepreneurial education systems 
should be repeated to overcome prevailing prejudices and apprehensions. Eventually, 
the entrepreneurial and educational ecosystem appears as a key feature of the training 
experiment. These results lead us to defend the interest of entrepreneurial educational 
experiences built on the hybridization of both artistic and entrepreneurial worlds. 
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Limits to these results lay in potential declarative biases linked to the qualitative 
method and more especially the use of on line questionnaires. Moreover, the progres-
sion of self-efficacy perception has not been measured in this research. Reluctance to 
express emotions may have also limited our findings. 

To conclude, learning stakeholders and teachers play a fundamental role in activating 
the entrepreneurial ecosystem. Dynamic interplays guarantee open learning, based on 
the diversity of views and on a more complex approach of entrepreneurial processes. 
Thus, an interdisciplinary approach to entrepreneurship education in CCIs implies not 
only a focus on students, active learning methods and tools, but also on teachers’ roles 
as guides and facilitators throughout the training (Ruskovaara, 2014). 
Moreover, we believe that the links we explore between learning processes and mul-
tidisciplinary and entrepreneurial self-efficacy perceptions provide both a better 
understanding of key learning processes to develop entrepreneurial attitudes and 
behaviours, and relevant measurement instruments in an entrepreneurial context. 
This supports the idea that learning context, teachers’ role, and active learning pedagogy 
have an impact on self-directed learning. 

•	 The authors would like to thank the Institut Supérieur des Beaux Arts Besançon in 
Besançon, Franche-Comté and the Pôle d’Enseignement Supérieur de la Musique 
in Dijon, Burgundy with whom this pedagogic experiment was developed.
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What we talk about when we  
talk about entrepreneurship

	  
	 Insights into students’ and lecturers’ thoughts on learning and 
teaching creative/cultural entrepreneurship

		  Abstract
This article explores the attitudes to creative entrepreneurship of students and staff 
engaged in creative education on a graphic design programme at a university in the UK. 
It will include first hand voices of the participants interviewed, whilst conceptually 
building on existing literature. 
In line with the UK governments’ drive of the employability agenda, many creative and 
design programmes now include elements or modules explicitly focusing on entre-
preneurship or enterprise. How effective are these specific modules in encouraging 
entrepreneurial attitudes and behaviour in creative students? What do these modules 
add to the traditional art and design curriculum in relation to entrepreneurial attitudes?  
What are the underlying values that drive entrepreneurial behaviour in creative students?
 
Art and Design has well established and successful pedagogic methods and strategies 
for encouraging creative behaviour. Creative disciplines also have their own specific 
value systems that motivate them to engage in entrepreneurship. This article will show 
some links between art and design pedagogy and general advice on teaching of entre-
preneurial behaviour, whilst trying to reveal some the values underpinning motivation 
for entrepreneurship in a creative subject area. We provide insights into these aspects 
discussed, but more importantly we stress that there is scope to deepen and widen this 
research in the context of creative education; its values and motivations in relation to 
cultural entrepreneurship.

		  Introduction
This article is linked to a ‘Teaching enhancement project’ at the University where 
the research took place. The aim of the project is to gain a better understanding of 
how students and staff conceptualise enterprise and entrepreneurship teaching and 
learning in the context of a visual communication programme, as well as finding out 
how they thought these things linked to (creative) employability. The programme is 
host to approximately 350 students, who are spread across level 4-7 and are all engaged 
in creative disciplines in relation to Graphic Design. In the UK level 4 students would 
typically be in their first year of an undergraduate programme, having completed their 
A-levels or achieved equivalent educational attainment. On this particular programme 
students are also interviewed and submit a portfolio of creative work in order to gain 
their place. Level 5 students are in the second year of the Degree and level 6 students 
are either in their final year of a Ba (Hons) or are students who have elected and qualified 
to study on the MDes Course, which enables them to leave with a post-graduate quali-
fication at level 7.

Melanie Levick-Parkin
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The research was conducted by a practitioner researcher, with students and staff from 
the BA and MDes programmes, levels 6 and 7. Data was collected with a small student 
group and six members of staff, but because the data collected was very rich, this article 
will primarily concentrate on findings in relation to student data. It is envisaged that 
this article will form part of a larger body of work at some point in the future.

		  The Research Project and its Questions
The overall questions directing the research were concerned with the uncovering of 
underlying, un-expressed, and potentially un-reflected on, attitudes of students and 
staff to enterprise and entrepreneurship education within a creative context.

The questions asked centred around:

1.	 What does ‘Enterprise and Entrepreneurship’ mean to students and staff in the 
context of the creative subject they are studying or teaching?

2.	 What do they think a module that is explicitly about enterprise and entrepreneur-
ship adds/should add to the design curriculum?

 
Underlying themes involved are what values drive the application or adoption of 
entrepreneurial or enterprising behaviour in the creative field, as well as the question 
whether creative entrepreneurship was perceived to be different from ‘other’, business  
oriented entrepreneurship.

		  Research Approach and Methods
Overall the project was governed by a mixed methods research approach and could be 
considered to have grown from within a pragmatist paradigm (Cohen et al. 2011).  
It has been developed out of several parallel strands of educational research in relation 
to creative entrepreneurship and art & design pedagogy. In order to gain an under-
standing of the kind of environment that creative entrepreneurship education in the UK 
stems from and resides in, a small-scale policy overview was conducted from within 
a critical paradigm. 

Data gathering for this project has been at a micro scale and was conducted with staff 
and students from a visual communication subject group within an Art and Design 
department. This research is qualitative with interpretive research methods, centred on 
semi-structured interviews with a small number of staff and students.

		  Enterprise and Entrepreneurship Education
Entrepreneurship, including creative and cultural entrepreneurship is increasingly 
being discussed as an answer to all manner of economic and societal ills (Mazzucato, 2013, 
Viladas, 2011; Cox & Sperry, 2005). The call for more entrepreneurial behaviour and 
an enterprising mind can be found in policy documents, speeches, articles, interviews 
and many more places if one cares to look closely enough (Ball, 2008; DBI&S 2013; 
Crainer & Dearlove 2000). For the creative community some of the proclamations of 
‘new found’ insights by business of the benefits of lateral thinking, experiential learning,  
multi-modal communications, learning from failure and sacrificial labour (Cox & 
Sperry 2005, Crainer & Dearlove 2000) resembles an indigenous community, hearing some 
conquistadors declaring that they just landed in a previously undiscovered country. 
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There is some recognition that a creative or liberal arts education seems to be partic-
ularly effective in instigating entrepreneurial behaviour and success (P.J.C., 2010, QAA 
2012). Yet little evidence is given that there is a real widespread understanding why 
that might be (Oakley et al. 2008; ADM-HEA, 2007). In the UK Organisations and 
bodies such as ‘Creative England’ and NESTA (ADM-HEA, 2007) have been making the 
case that entrepreneurial education is intimately linked to creative and cultural education. 

The current government has followed previous governments in their call for more 
enterprise and entrepreneurship education (MIoIR, 2013), whilst at the same time 
implementing a return to a narrower, more traditional curriculum, that side-lines creative 
subjects and advocating didactic teaching methods such a rote learning; known to be 
counter-productive when wanting to develop entrepreneurial behaviour (Gibb, 1993). 

		  Cultural and Creative Entrepreneurship in the UK 
		  and its European Context
It is difficult to pinpoint the first origin of the desire to explicitly connect education 
to enterprise and entrepreneurship (Taylor, 2014) in the UK through educational pol-
icy. This desire is so intimately intertwined with economic policy (Fairclough, 2010; 
Ball, 2008), that when looking at enterprise and entrepreneurship educational policy, 
it is difficult not to think that one is merely looking at an economic policy lever. 

Policy is often validated and driven by a narrative of necessity and or even fear. 
Warrants are constructed around ‘truths’ that are usually stated as if pre-established 
facts (Hyatt 2013, Fairclough, 2010). Connected to the ‘necessity’ of entrepreneurship 
education is the narrative of an urgent need for building a workforce that can adapt 
to rapidly changing markets. The idea, that education needs to play its part in 
protecting the country from imminent economic ruin, is not a new one (Danvers, 
2003; William & Haukka 2008; Ashton, 2010; Design Commission, 2011). In their 
1962 book ‘Educating the Intelligent’, Hutchinson and Young state that ‘… we must have 
people who are prepared for very rapid change in the conditions of their work. The job which  
a child will start on today may have ceased to exist when he retires for work …’ (1962:27). 
The 2012 QAA document titled ‘Enterprise and entrepreneurship education: Guidance 
for UK higher education providers’ states that ‘driven by a need for flexibility and adapt-
ability, the labour market requires graduates with enhanced skills who can think on their 
feet and be innovative in a global economic environment.’(2012:2). One might be for-
given for thinking that things hadn’t really moved on much despite the underlying 
tone of immediate urgency in both sources. 

Klamer (2011) argues that the peculiarities and particularities of the arts world need 
to be taking into account, in order to make sense of the cultural/creative entrepreneur 
and warrant his/her inclusion as a separate character. Several reasons why the pursuit 
of entrepreneurial behaviour in art and design may be fundamentally different from  
a more business-oriented pursuit of enterprise and entrepreneurship can be men-
tioned (Design Council 2011). The most fundamental one of those is connected to held  
values that drive individuals in the creative community (Levick-Parkin 2014).  
Their motivation for engaging in enterprising and entrepreneurial behaviour is different 
from a more main-stream, financial reward one, because in their economy financial 
reward is not usually the top priority (Klamer 2011, ADM-HEA 2007). Despite of this 
apparent discrepancy, the actual outcome is one of overall financial economic gain 
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(Cox and Sperry 2005). In ‘A Manifesto for the Creative Economy’, published through 
NESTA in the UK, the authors highlight that the UK’s creative economy provided more  
jobs than the financial, advanced manufacturing or construction sector (Bakshee 
et al. 2013) and that the country is finally starting to take this seriously.

The UK is not the only place that is now recognises that cultural entrepreneurship 
in particular as an important factor in the generation of social and economic capital. 
A study prepared by KEA (2006) notes that the role of the cultural and creative 
sector in boosting innovation and contributing to the ‘knowledge economy’ (European 
Commission 2006). Eight years on in the European Unions’ Research programme 
Horizon 2020, there are a broad variety of calls, whose aim it is to encourage enter-
prise and entrepreneurship in the cultural sector (Horizon 2020, 2015). At the same 
time reports such as the ‘Effects and impact of entrepreneurship programmes in higher 
education’ report (2012), brought a wide range of empirical research data together that 
discussed the importance of entrepreneurship provision within the Higher Education 
(HE) sector.

The UK 2012 QAA document finds itself within this broader context of entrepreneur-
ship discourse and explicitly draws on several European reports, whilst focusing on its 
immediate remit of UK HE provision. The QAA guidance document introduces itself 
as reflecting current thinking in enterprise and entrepreneurship education (2012). 
It goes on to say that ‘it is intended to illuminate contemporary best practice in order 
to inform, enhance and promote the development of enterprise and entrepreneurship 
education in the UK.’ (QAA, 2012:2).

The QAA defines the content and quality of Higher Education (HE) degrees in the UK 
with a list of ‘benchmark’ requirements for each subject. It is an independent body that 
monitors and advises on standards in UK HE and one of its aims is to ‘be at the fore-
front of policy debates on the quality of higher education, to support providers, students 
and decision-makers in meeting future challenges’ (QAA, 2014). The creative provision 
discussed here is part of a larger re-approval early in 2012. 

		  How Art & Design Pedagogy links to Entrepreneurship
The raison d’être for art and design pedagogy is the establishment of successful methods 
and strategies that encourage creative behaviour. Central to this is a ‘learning to be’ 
rather than a ‘learning about’ approach, which is intimately linked to experiential 
learning (Shreeve et al. 2010; Danvers, 2003; Orr & Bloxham, 2012). The art and design 
curriculum is centred on project work, much of which is set in the context of particular 
themes or external partners. Problem based learning and studio based pedagogies are 
central to creating pedagogic spaces in which students are able to take creative risks 
and learn to tolerate the ambiguity that comes with an aesthetics-based value system 
(Danvers, 2003).1

1Here we note that aesthetic values are inherently subjective, experiential,  
and dialogic in nature  (Clews, 2009; Danvers, 2003).
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Gibb (1993) found that when looking at effective learning modes for enterprise teaching, 
that the didactic mode, traditionally very common in HE, was entirely unsuitable.  
The learning modes outlined by Gibb as being conducive to enterprise learning in 
this figure are almost indistinguishable from traditional art and design modes of learning  
(Orr & Bloxham, 2012; Shreeve et al. 2010; Book & Phillips, 2013; Henry, 2007). 
Indeed, experiential learning, which is widely associated with the creative subjects, 
also features in the QAA guidance for enterprise teaching in HE (2012). The document 
highlights that courses that are focusing on creating enterprising mind-sets through 
experiential learning, normally involve the setting of learning opportunities within 
meaningful and relevant contexts (QAA 2012). 

Our study covers two courses that offer specialisation in a variety of creative disci-
plines such as graphic design, illustration, motion design, advertising and packaging 
(to name a few): a BA(Hons) Graphic Design Degree level 4-6 spanning 3 years, 
and a Graphic Design MDes course, which spans level 4-7 over a 4-year study duration. 

When the BA students enter their third and final year they go straight into  
the graduation projects module, which may or not be linked explicitly to outside  
clients or entirely self-generated depending on their choice of study. When entering 
level 7 on the Mdes the student will have previously been on semester-long industry 
placements and are starting on a module called Mdes Enterprise. 
During this module they are asked to develop a product/concept or service that can be 
taken to market or contribute to a business start-up. The outcome has to be proto-typed, 
tested and then pitched in the style of a business funding pitch. Additional to this 
the students have to submit a 6000-word enterprise plan that includes current enter-
prise research and business theory. 

Most of the learning outcomes directly relate to the kind of learning the QAA (2012) 
recommends in order to foster entrepreneurial behaviour in students:

	 ‘The learning mode is active, exploring problems and opportunities 
as vehicles for active learning and creative problem solving to enable students to develop 
generic skills in enterprise. Business simulations can also be valuable. Activities are often 
group based, especially when team-working skills are desired outcomes. Learning through 
action and reflection features prominently‘
	 (QAA, 2012:4).

		  Students’ conceptions of creative/
		  cultural entrepreneurship

 	  ‘It’s weird, … I mean it’s weird …with design, it’s like, in our area; 
you kind of ehm, have to be entrepreneurial anyway.’ 
	  (Mdes Student Level 7).2

2As this was just a very small study, the sample of the students who were interviewed or invited  
to complete the questionnaire was very modest. Data collected consisted of contributions  

from 4 Ba level 6 students, 5 Mdes Level 6 students and 3 Mdes Level 7 Students.
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The QAA (2012) defines enterprise as ‘the application of creative ideas and innova-
tions to practical situations’ and entrepreneurship as ‘the application of enterprise skills  
specifically to creating and growing organisations in order to identify and build 
opportunity’ (p8). As a consequence the first question students were asked was: 
‘What does enterprise and entrepreneurship mean to you in the context of the creative 
subject you are studying?’

In their answers the students identified a range or markers of entrepreneurship and 
enterprise in the context of their creative subject, which are also identified in the QAA 
document. These were:

1.	 The link to Innovation and Creativity: ‘Creativity and Innovation - Ideas led by 
enterprise and entrepreneurship are founded on the ability to think and act creatively.’ 
(QAA, 2012:18).

The students’ answers included the following phrases: ‘new venture or idea’, ‘unique 
and different’, ‘designing something new’, ‘think of an idea and make it into something’, 
‘coming up with new ideas to make money’. This suggest that the students identify 
the need to engage with what the QAA (2012) lists under essential requirements, 
such as thinking speculatively, generating ideas & concepts, innovation and under-
standing the values of intellectual property, to name a few.

Two other themes that emerged from their answers were related to the idea of how 
self-employment and starting a new business was linked to enterprise and entrepre-
neurship. The QAA talks about the importance of these as part of the ‘warrant’ 
(Hyatt 2013) for the document as a policy driver:

2.	 Entrepreneurial effectiveness: ‘the ability to function effectively as an entrepreneur  
	 or in an entrepreneurial capacity, for example within small businesses or part of  
	 portfolio careers, where multiple job opportunities, part time work and personal  
	 ventures combine.’ (QAA, 2012:2)

In their answers the student differentiated between being self-employed and starting  
a new design business: ‘I think I’d understand it more in terms of going freelance or setting up 
your own studio after graduation, trying to make it on your own.’ (Level 6 Ba Student) 

On the whole, students differentiated between the two, but obviously felt that both 
variations were important to be listed separately. In relation to self-employment they 
mentioned: ‘going freelance’, ‘ making money in self-employment’, ‘to sell your designs’, 
‘making money from what you do’, ‘self-employment and private commission’, ‘marketing 
yourself ’, ‘trying to make it on your own’, ‘Graphic design: selling it, getting paid for it 
or freelancing.’ In general, they considered the relevance of self-employment and new 
venture creation in the same breath, mostly it was expressed within one sentence. 
The terms they used to describe venture creation were: ‘setting up your own studio’, 
‘successful design business’, ‘to sell your designs’, ‘creating your own business’, ‘create 
a successful business’, ‘go to market’. These ventures were generally described in the context 
of having ideas or practicing design.
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Although the majority of the answers were no longer than two sentences, a few students 
also managed to start alluding to what attributes were needed in order to achieve 
‘entrepreneurial effectiveness’ (QAA 2012). They mentioned the need to ‘have multiple 
skill sets’, ‘skills to sell’, ‘to combine technical and taught skills’, ‘do things, make things, 
have a plan’, ‘marketing yourself ’, ‘being proactive’. 

3.	 Entrepreneurial capabilities, which according to the QAA guidance, encompass  
	 a range of behaviours, attributes and skills (QAA 2012). 

The students also start touching upon issues of motivation for becoming entrepre-
neurial when they mention things such as greater creative freedom, trying to make it 
on your own’, ‘getting paid for it’, ‘making money from what you do’, ‘coming up with 
new ideas to make money’. Although four out these six include an economic incentive,  
we feel that these warrant closer inspection in terms of the way the student envis-
age the motivation for entrepreneurial and enterprising behaviour. Creative students 
are known to show high levels of what is known as ‘sacrificial labour’ (Oakley et al., 2008), 
where labour invested far outweighs any immediate financial gain. This may relate 
to the idea that the creative economy is built on a different value system (Levick-
Parkin, 2014), in which financial reward and sustainability is an important aspect, but 
no-where near as important as self-realisation and recognition from (creative) peers 
(Oakley et al., 2008). And indeed one student mentions ‘greater creative freedom’ as 
a reason for becoming entrepreneurial and another one ‘trying to make it on your own’, 
which is very closely aligned with goals of self-realisation.

Even some of the reasons mentioned, which are seemingly about financial motivation 
are not necessarily that straight forward. When students talk about ‘getting paid for it’ and 
‘making money from what you do’, they are actually referring to the idea of pursuing their 
creating practice with the added benefit of gaining a financial reward from their pursuit. 
The students clearly identify the need to make money, but overall their response would 
suggest that these may not the overriding factors of motivation.

What is interesting about their responses is the fact that students from all three previ-
ously outlined modules responded in a very similar way to the question, which war-
rants further investigation, but might suggest that taking modules with Enterprise or 
Entrepreneurship in its title does not substantially add to their understanding of it in 
the context of their discipline.

The students were also asked if they thought that creative/cultural entrepreneurship 
was the same as ‘other’/ more business focused entrepreneurship.

Here all the students on the BA and the Mdes level 6 answered that they thought along 
the lines of ‘It’s certainly similar, but not the same’. The main way they seemed to dif-
ferentiate between the two was that creative entrepreneurship started with a tangible 
product, i.e. the a-fore mentioned creative labour one pursued anyway. Business entre-
preneurship in that context was seen as primarily the ‘midwife’ that would deliver 
the creative output into the world. Some students commented that they felt that cre-
ative entrepreneurs did more than ‘business entrepreneurs’, because they had to ‘parent’ 
the idea, the production, the service, the finances, etc. This sentiment is also echoed in 
some of the literature aimed at creative entrepreneurs (Heller, 2008).
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With the Mdes Level 7 students, who had just taken the enterprise module, the answers 
were leaning more towards creative entrepreneurship being the same as ‘business’ 
entrepreneurship and that the name creative/cultural merely situated it in their specific 
subject area.

		  Staff Conceptions of Creative/Cultural Entrepreneurship
Semi-structured interviews were conducted with 6 members of staff, who were involved 
in the delivery of the previously outlined provision one way or another.

The questions used to structure the interviews mirrored the questions we had asked 
the students. When we asked staff about what enterprise and entrepreneurship meant 
in the context of the creative discipline they were teaching, the majority of them men-
tioned how so called entrepreneurial behaviour was part and parcel of the education of 
a creative student. But quite few of them were also quite adamant that creative entre-
preneurship was not the same as ‘other’ entrepreneurship. The following response is 
quite representative in term of what staff thought:

	 ‘I think it means an ability to spot opportunities and often that’s 
not about financial gain, I suppose that’s the difference between what we do and what 
more business orientated course might consider it to be. It’s about getting involved with 
people and opportunities in the outside world, which often has no financial drive to it at 
all. Especially not if you are trying to get into that position, it often means that you are 
volunteering or being part of something.’ 
	 (Graphic design tutor, level 6 Ba).
 
this seems clearly to support the idea of a creative economy not necessarily being 
built on the same value system as a financial economy (Levick-Parkin, 2014), and it is 
therefore likely to be more appropriate for creative entrepreneurship to build on social 
enterprise theory than on business enterprise theory, because of the complimentary 
value systems (Ridley-Duff & Bull, 2011).

		  Conclusion
Our study gives some insights into what creative/cultural entrepreneurship means to 
a small group of creative students. The research conducted highlights that the cre-
ative students interviewed seem to have a good understanding of what enterprise and 
entrepreneurship means to them, although there are some issues of semantic discord 
when describing specific entrepreneurial attributes in the creative context. As previously 
discussed, those students who had taken modules specifically dealing with enterprise, 
were more inclined to see creative entrepreneurship as being directly linked to business 
based activities, than students who had taken primarily creatively focused modules.

Both groups of students showed a high level of enterprise awareness and evidence of 
an entrepreneurial mind-set, as well an appreciation of what it meant to be entrepre-
neurially capable. Yet, the interviews and questionnaires highlighted that they didn’t 
always make links between their creative capabilities and overlapping entrepreneurial ones.

Both groups showed consistent levels of confidence in their creative practice, but low 
confidence in possessing enough of the business specific expertise necessary to be 
entrepreneurially sustainable. The research also indicated that their level of confidence 
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in their ability to deal with business requirements did not appear to be markedly 
improved by having taken an explicitly named ‘enterprise’ module, though it is diffi-
cult to generalise this as the sample was so small. However, questions of confidence are 
notoriously difficult to evaluate, especially without looking at the enterprise modules 
impact on their subsequent employment patterns.

In order to show the operational impact of enterprise teaching within creative provi-
sion, whether integrated into modules or explicitly delivered through entrepreneur-
ship modules, systematic research with our alumni would be needed, similar to  
the research exemplified in the previously mentioned ‘Effects and impact’ report by 
the European Commission (2012). 

Whilst it is encouraging that cultural entrepreneurship is taking a more centre stage 
in the broader educational discourse, we can’t help but feel that the creative and cul-
tural community needs to beware of entering into these discussions solely based on  
an economic value system defined by others. Creative enterprise and entrepreneurship 
is more akin to social enterprise in its values (Heller and Talarico 2008, Ridley and 
Bull 2011). In this study most of the answers given, by both students and lecturers, 
in relation to motivating factors for entrepreneurial behaviour, chime with other find-
ings (ADM-HEA 2007) that suggests that creatives primarily behave entrepreneurially 
because they are motivated by goals of creative self-realisation, or to fulfil a desire to 
contribute to ‘the greater good’ in their immediate surroundings. 

Although financial viability is important to them it is not the sole, or primary driver 
for their activities. Kooyman and Jacobs also (2015) note that ‘creatives often receive 
their rewards in private satisfaction and other non-monetary income such as social and 
cultural status, based on authenticity and individualism’ (2015:6). Rather than trying 
to incentivise creative and cultural entrepreneurial behaviour with overtly financially 
focused promises and goals, we need to harness these attitudes and values as being 
central to socially and economically sustainable cultural enterprise models.
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DEVELOPING CREATIVE EDUCATION  
IN SOUTH AFRICA  
A CASE OF WESTERN CAPE PROVINCE

		  Abstract 
This article explores entrepreneurial education in the creative industries. Traditional 
entrepreneurship training is concerned with providing knowledge, but there is a lack of 
understanding and research about the processes of creative entrepreneurship (Kellet, 
2006). This article attempts to gain a clearer understanding of creative entrepreneur-
ship as a whole, and skill developments needed to successfully overcome the over-supply 
of university graduates in a very difficult employment market. The substantial con-
ceptual confusion as to what constitutes enterprise education worsens the dilemmas 
being faced when attempting to identify effective educational strategies and examples 
of good practice (Penaluna and Penanula, 2006a). 

This article questions the relevance and effectiveness of entrepreneurship education, 
and inadequacy with the development in entrepreneurial activities that are accessible 
within higher education in the Western Cape of South Africa. The primary question 
this research attempt to answer is how higher education inspires a creative, entrepre-
neurial student in business schools, in the context of the institutional programme of 
developing the Creative Industries. Also, the researcher proposes a six phase concep-
tual framework of entrepreneurial training to help creative discipline students develop 
a vision for a business. 

		  Introduction
In South Africa the Arts, Culture, Heritage and Creative Industries were affected by 
apartheid as all other aspects of human, social, political and economic life of the people.  
The educational scheme of blacks did not offer arts education, and there were little or no 
job opportunities in the Creative Industries for black people. The South African White 
Paper on Arts, Culture and Heritage (2013) blames this unfair skill development prac-
tice of the apartheid era, to a narrow understanding of the role of Creative Industries 
since 1994. Considering the new national Creative Arts curriculum (CAPS, 2011) and  
the past deficits experienced at schools in arts education, the current school reality 
showed a picture far from ready to meet the welcome changes and new challenges.

Isaacs, Visser, Friedrich and Brijlal (2007) assessed the levels of entrepreneurship 
education and training at the Further Education and Training (FET) level in the South 
African context, and stress the opinion that entrepreneurship education and training 
is a necessity, which must fulfil a primary role in preparing the nation for its future. 
But, the traditional academic entrepreneurship theory sometimes lacks the Creative 
Industries context to attract and motivate the talented students who stand out with 
a determination to become business owners in the future. Isaacs, Visser, Friedrich and 
Brijlal indicate that the entrepreneurship education at school level does not receive a 
high priority in the South African context. Entrepreneurship in the creative industries 

Oluwayemisi Abisuga 
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and the related development of entrepreneurial skills are not well understood, and 
traditional approaches cannot be assumed to be effective. Hence, the development of a 
training model is potentially valuable (Rae, 2004). 

RESEARCH METHODOLOGIES

Outline and contexts to creative entrepreneur education

Identify paradigm shift in development of creative industries and develop process  
to organise information on business delivery and approaches

Investigate practices for teaching entrepreneurship and business skills to creative discipline students

Identify six entrepreneurship performance traning framework

Figure 1 Research methods

		  The Western Cape Province
A core factor in the development of creative entrepreneurship in South Africa is education. 
All the stakeholders involved, including state, educators, and learners themselves have 
to be included.

Within the Western Cape Province the utmost limitations of economic development 
can be attributed to its lack of entrepreneurs. The ratio of entrepreneurs to workers in 
South Africa is approximately 1 to 52, whereas the ratio in most developed countries 
is approximately 1 to 10 (Friedrich & Visser, 2005; Gouws, 2002). However, there is 
a sound ambition in the area. WESGRO (2013) indicates that: ‘The Western Cape is 
poised to become a world-class destination for creative industries with Cape Town being 
awarded the World Design Capital 2014 designation’. 

At present Western Cape Province has many excellent arts service providers, recog-
nized nationally for making outstanding creative learning opportunities and events 
available to students outside and within the schools. The after-school creative arts 
learning providers have influenced quality arts experiences for youths and are on 
the edge to make a larger contribution and commitment. There is a requirement for 
the district to provide an opportunity to rebuild the creative learning curriculum and 
reach outside school walls to establish a province’s rich arts community.

However, creative education and training opportunities are declining in schools and 
community life. In many schools within the Western Cape Province, creative learning 
is mostly forced to compete against other district priorities for time and funding. 
To worsen this issue, various educators in this province themselves are part of a gener-
ation that did not encounter arts education when they were students. Due to the artistic 
shortage of skill in schools, the creative education is not accessible to all learners in 
South Africa.
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This article will question the principles, frameworks, and on current concepts found 
in the literature, followed by practitioner-based reflection to provide an understanding 
into the process of developing entrepreneurship education in higher education institu-
tions (HEIs). Our study indicates a paradigm shifts in the development of the Creative 
Industries concept in South Africa, and reflects on the role of Higher Education. 
It indicates the change which might contrast with the more traditional entrepreneur-
ial business school approach for students specifically wishing to enter the Creative 
Industries field. A literature review discloses a dominance of texts that have been made 
by authors within the business environment and creative industries as educators or 
practitioners. Six phases conceptual framework of entrepreneurial training to help cre-
ative discipline students develop a vision for a business was identified.

		  Creative Entrepreneurship Education
The Confederation of British Industry (CBI, 2014) verifies that, in order for the cre-
ative industries to continue to be the world’s leading creative hub, one must have access 
to a broad talent base, particularly to young people from different backgrounds. This must 
be supported by an education framework that embraces a commitment to creativity, 
and that inspires the youth to desire a career in the creative industries. Thus, there is 
a strong message from the Creative and Cultural Industries that the education which 
young people receive in school in Creative and Cultural subjects has a direct bear-
ing on feeding into the talent pool for those who take up employment in this sector 
(DCMS, 2012).

The plea for creative entrepreneurial education in South Africa is not grounded on 
what has been taught in the traditional business education in the past. To a greater 
extent, the key issues revolve around what is presently not available in South Africa, 
and what should be provided for in future curriculae.

Many times, creative students have problem in changing their ideas into entrepreneur 
planning, due to a lack of experience and understanding of the business world. Kellet 
(2006) gives requirements for that as comprising research, training, business planning, 
networking, expert advice and mentoring, incubation facilities, prototype and piloting 
of products or services, supply chain investigation, finance and fundraising, investment, 
customer profiling, sales and marketing.

Educating creative discipline students in business related training such as presentation 
skills, self-promotion, sales and marketing, intellectual property rights, client handling, 
financing and managing businesses is often not available as part of their course. 
Kellet (2006) suggests that, creative education subjects should be acknowledged as an 
intellectual rigour and practical skills should be taught to entrepreneurial creatives. 
DCMS (2012) also, believes there should be a clear signal from the government that 
these subjects are both valuable and valued as part of the full package of education 
offered to students.

The Creative entrepreneurs extend support and advice to creative individuals across 
the Western Cape region through a range of high-quality development programmes. 
The developments are of two main categories; those which are focused on students and 
graduates at the Universities and Colleges, and those creative individuals who live and 
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work in the Western Cape region. Hence, professional based creative entrepreneurship 
workshops and business support should be developed and implemented, in order to 
encourage and support those students who are keen to develop their own business.

Cox’ Review of Creativity in Business (2005) provides that the HEIs are assigned to ren-
der the education and skills that produce business people who understand creativity. 
Business leaders should know when and how to use the creative specialist, and be able 
to manage innovation.

At the same token, creative specialists are needed, who understand the environment 
in which their talents will be used, and can talk the same language as their clients and 
business colleagues; often engineers and technologists who can speak the language of 
business. Therefore, educators are charged with incorporating business expertise into 
all programmes outside business schools and developing the essential skills for creativity 
and idea protection within them, with a key challenge is to make available a curriculum 
that motivates students in art and design subjects (Penaluna and Penaluna, 2005 cited 
in Penaluna and Penaluna, 2009).

educational entrepreneurial framework condition	mean  score	mean  score
	 2010	 2013

Primary and secondary education encourages creativity, 	 1,75	 1,96 
selfsufficiency and personal initiative

Primary and secondary education provides adequate instruction	 1,67	 1,63 
in market economic principles

Primary and secondary education provides adewuate attention 	 1,87	 1,75 
to entrepreneurship and new firm creation

Colleges and universities provide good and adequate preparation 	 2,33	 2,33 
for starting up and growing new firms

Business and magagement education provides adequate 	 2,60	 2,50 
preparation for starting up and growing new firms

Vocational, professional and continuing education provides good	 2,32	 2,13 
and adequate preparation for starting and grow new firms

Table 1 Average expert ratings education and training for entrepreneurship 
in South Africa, (2010 & 2013) Source: Herrington and Kew, 2013

The table 1 above shows that rating for different aspects of education and training are 
well below average. This seems to indicate that the current schooling continues to pro-
vide almost no foundation in the preparation for starting up and growing a new business.
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SKILL SHORTAGE	 PROBLEMS	 WAY OUT score	

Business idea formation	 Lack of creativity and business	 Ideas development training and
	 planning practice	 workshops. Practical business research

Recognising opportunities	 Identifying the current business	 Understanding of crative industries
	 openings	 business operations.

Communication skills	 Problems with oral, reading and 	 Exposure to practical experience
	 written communication

Self-awareness	 Inability of self-branding to be able to	 This can be built upon by the mentoring
	 sell their product or services	 or practical development materials

Presentation skills	 Inexperience, anxiety and lack of 	 Practical experience through group
	 self-confidence	 assessment and role-play

Marketing skills	 Inability to identify the target	 Self-development through research and
	 market and opportunities	 business start-up guidelines

Team work	 Lack of practice and cooperative work	 By role-playing, business teams groups
	 with others	 and projects works.

Business development	 Growth and sustainability of business	 Mentoring and use of case studies
	 is important	 in training

Risk taking	 Inexperience on risk taking and	 Making up a fake business situation 
	 business environment security	 for student to manage, with allocation 
		  of budget

Decision making 	 Students needs fast decision making	 Making an assumed situation for
	 ability to survive as business owners	 student to work with

Project management 	 Student’s inability to complete project	 Mentored through live project,
	 to industry standard within time	 or a fake project scenario
	 and budget

Financial planning	 Understanding the pricing, costing	 Marketing research on competitor’s
	 and profit constraints	 product, and costing strategies.
		K  nowledge through experience

Table 2 Skill Shortage in Creative Students

		  The Business School Perspective
The subject of business and entrepreneurship has traditionally come under the respon-
sibility of the business school and historically been part of a hidden curriculum within 
art and design schools. Its presence has been totally absent, and it has not been part 
of the key remit of the everyday curriculum, which has focused more on creative sub-
jects (Kellet, 2006). Rae (1997) argue that: ‘the skills traditionally taught in business 
schools are essential, but not sufficient to make a successful entrepreneur.’ In addition, 
Collins, Hannon, Smith (2004) stipulate that business schools provide one-size-fits-all 
education outputs that are not applicable to all students across different disciplines. 
Having identified that a successful entrepreneur has personal skills, attributes and 
behaviours that covers outside the purely commercial (Gibb, 1998), the challenge to 
Higher Education’s is to develop students with entrepreneurial abilities that meet 
the entrepreneurial challenges of the 21st century knowledge economy.

Cox Review provides indications, supported by other studies (Pelaluna and Penaluna, 
2006a), that curriculum development in higher education should integrate business 
school and should develop the fundamental skills for developing creative ideas secu-
rity for those within the school (Penaluna and Penaluna, 2006b). The implication of 
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this for educators and cross-faculty mentors is to introduce the suitable curricular 
developments that will be needed to overcome the unwillingness of the many academics 
who will not welcome entrepreneurship education (Penaluna and Penaluna, 2006b).

		  Self-employment and Entrepreneurship
Traditionally, higher education institutions (HEIs) perform the role of educating, training 
and preparing individuals to turn out to be employees. Hartshorn and Hannon (2005) 
observe self-employment and entrepreneurship has not been traditionally viewed as 
the career choice for graduates. However, HEIs play an essential role in the develop-
ment of the required behaviours and skills that would allow graduates both to create 
their own job (business start-up) or become an effective job seeker (Lewis, 2005).

		  Entrepreneurship Education and Training
The business schools are faced with the responsibility for providing a great part of 
the future professional creative industry workforce. It is required to develop and teach 
students to be more enterprising through pedagogical practises. Gibb (2010) states 
that this type of education has been criticised for its use of traditional pedagogical 
approaches. These traditional approaches over-emphasise theory and handle func-
tional knowledge as an ‘end’ rather than a ‘means’. Such an approach limits the develop-
ment of entrepreneurial skills, capabilities and attributes. Kellet (2006) states that these 
approaches give a student a ‘feeling’ of entrepreneurship, which subsequently raises 
their understanding of living day-to-day with the uncertainty and risk. By repeating 
the educational exercises they will learn to transfer the experiences into the reality of 
life. In order to safeguard this transfer of knowledge, learning and teaching should be 
well structured around solving problems. 

There has been a failure to make relevant provision, for creative businesses, with tradi-
tional business courses in South Africa. Creative students have natural entrepreneurial 
qualities, and are rich in ideas. Yet, without an understanding of their industry and 
the ways to penetrate it for profit, supplemented with the soft skills for organising and 
delivering a business, graduates cannot take their ideas for business forward (Kellet, 
2006). Isaacs, Visser, Friedrich and Brijlal (2007) defines entrepreneurship education 
as the meaningful involvement of an educator in the life of the learner to impart entre-
preneurial qualities and skills to enable the learner to survive in the world of business. 
Alberti, Sciascia and Poli (2004) also defines entrepreneurship education as: the structured, 
formal transfer of entrepreneurial competencies. It refers to the concepts, skills and 
mental awareness used by individuals during the process of starting and developing 
their growth oriented business ventures. 

The fundamental reason for the creative entrepreneur training is to provide students 
with vital knowledge, skills and attitudes to empower them transform knowledge into 
entrepreneurship and / or new business practices. By doing this, students will require 
the capacity to reflect over what skills they have gained amid their course, and what 
prospects will be open to start their own businesses based on these skills. 

		  Teachers’ Skills
The Howard Davies Review (2002) highlighted that many teachers are believed to 
need substantial support in terms of their knowledge, skills and experience of business 
and enterprise, likewise, business requires to be more closely involved with education. 
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A similar problem has been identified by introducing entrepreneurship education at 
school level, specifically experienced at tertiary level. For instance, Davies (2001) provides 
that introducing entrepreneurship as a discipline, particularly in tertiary institutions, 
is elusive due to different mind-sets, funding mechanisms and a mix-up between 
entrepreneurship training and creation of small business managers. 

As stated, business education in South African creative industries has less attention 
than entrepreneurship education and training. The creative entrepreneurship training 
is a lifelong learning process which comprises of the following six phases; fundamen-
tals, skill awareness, creative diligence, start, progression and growth as shown in 
the figure 2, below:

PHASES OF ENTREPRENEURIAL TRAINING

		  WORK TRAINING AND EDUCATION

	 PHASE 1	 PHASE 2	 PHASE 3
	 Fundamentals	 Skills awareness	 Creative diligence

- Forming an idea	 - identify entrepreneurial skills	 - learn entrepreneurship skills
- acquire required fundamental skills	 - understand problem of the industry	 - acquire work-related training
- recognise career opportunities		  - learn new business ideas
- knowledge of business system

		  WORK related experience

	 PHASE 4	 PHASE 5	 PHASE 6
	 Start business	 Progression	 Growth

- become an entrepreneur	 - formulate business policies and procedures	 - improving existing business
- develop business strategies	 - prepare future business plan	 - resolve challenges effectively

Figure 2: Phases of entrepreneurship performance training framework

The training framework devised for this study, help creative student’s pioneers develop 
a vision for a business through a process of forming an idea, understanding how 
the business will operate and critical activities in the business. Students formulate 
their thoughts and visions through a sequence of illustrations based on a process of 
6 phases of modelling.

		  The importance of Creative Entrepreneur Training 
		  in the Western Cape
The population of the Western Cape in 2013 is estimated at 6 million people and rep-
resents approximately 11.4% of the total national population with relatively 60.27% of 
the regional population being younger than 35 years of age (WESGRO, 2014).

Van Graan (2005) states that: ‘The province is well-served with high quality ter-
tiary institutions providing world-class training across all sub-sectors, however, here 
is an urgent need for high-quality training of managers and entrepreneurs to provide 



P
E

D
A

G
O

G
Y

196 CREATING CULTURAL CAPITAL

Oluwayemisi Abisuga

leadership within this field and to unlock its significant economic and social potential.’ 
The Western Cape, in its working document ONECAPE2040, has identified various 
key areas centred to enable the province achieve its vision of ‘a highly-skilled, innovation 
driven, resource-efficient, connected, high opportunity and collaborative society’ by 2040 
(Herrington and Kew, 2013):

Educational institutions providing education and training in creative industries in 
Cape Town: 

	 -	 Government Tertiary Education Institutions: 4 
	 -	 Government Further Education and Training Colleges: 3 
	 -	 Government High School Education: 1 
	 -	 Independent Schools: 43 (WESGRO, 2013)
 

Figure 2 Western Cape Province

 

Table 3 Number of schools offering arts-related courses. Source: 
Van Graan (2005)

Assuming that there are number of schools that offers art, drama and music, it is likely 
that little more than 100 schools offer an arts subject at matric level. This would repre-
sent about 26% of the province’s 386 secondary schools.

Figure 2 Western Cape Province

REGION	 ART	 MUSIC	 SPEECH AND DRAMA	 DESIGN	 DANCE

OVERBERG	 7	 7	 3	 7	 4

metropole	 67	 45	 30	 51	 14

central karoo/	 7	 4	 0	 4	 0	
south cape

WEST COAST/	 11	 12	 5	 10	 2
BOLAND

TOTAL	 92	 68	 38	 72	 20

Table 3 Number of schools offering arts-related courses.  
Source Van Graan (2005)

Western cape

CITY OF CAPE TOWN

West 
COAST

CAPE 
WINELANDS

OVERBERG

CENTRAL
KAROO

EDEN
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PROFESSIONAL ASSOCIATIONS IN THE CREATIVE INDUSTRY IN CAPE TOWN

-	 Africa Fashion International	 -	 Documentary Filmmakers Associaton
-	 Animation SA	 -	 Engineering Council of South Africa
-	 Arterial Network — African Arts Institute	 -	  Institute of Interior Design Practice
-	 Associaton for Commercials	 -	 National Arts Council of SA
	 and Advertising (ACA)	 - 	Business and Arts South Africa
-	 Engineering Council of South Africa	 -	 Cape Craft and Design Institue
-	 Institue of Interior Design Practice	 -	 Professional Photographers of SA
-	 Jewellery Council of SA	 -	 publishers of SA
-	 Cape Town Design Network	 -	 Silicon Cape
-	 Cape Town Fashion Council	 -	 South African Graphic Design Council
-	 Cape Film Commission	 -	 SA Guild of Interior Design
-	 Cape Institute for Architecture	 -	  Western Cape Furniture Initiative
-	 Cape IT Initiative	 -	 Visual Arts Network of SA
- 	 Ceramics South Africa	 -	 Cape Music Industry Commission
-	 Commercial Producers Association	 -	 Western Cape Clothing and 
			   Textiles Service Centre
		  -	 Western Cape Tooling Initiative
		  -	 Design Education Forum of South Africa

Table 4 Creative Industries Association in Cape Town Source: WESGRO, 2013

	cape	  OVERBERG	 BOLAND	 central	 EDEN	 WEST
	metropole			karoo		      COAST

Architecture	 2	 -	 1	 -	 -	 -	

Arts management	 -	 -	 -	 -	 -	 -

Craft	 2	 -	 1	 -	 -		

Dance	 1	 -	 -	 -	 -	 -

Film	 3	 -	 -	 -	 -	 -

Literature	 1	 -	 1	 -	 -	 -

Museum/heritage	 -	 -	 -	 -	 -	 -
studies

Music	 1	 -	 1	 -	 -	 -

Opera	 1	 -	 -	 -	 -	 -

Theatre	 3	 -	 1	 -	 -	 -

TOTAL	 17	 0	 6	 0	 0	 0

Table 5 Number of tertiary Institutions providing professional training (degrees/diplomas) in 
the creative industries (excluding private institutions) Source: Van Graan (2005)

 
Van Graan (2005) opined that, if education provides the premise for the creative 
industries, then it would appear that the Western Cape is well-served by institutions 
that provide training in the various fields. However, there are skills shortages in the area 
of management, leadership and entrepreneurship. Van Graan (2005) contributes: ‘This rep-
resents an opportunity for the Western Cape to develop world-class training in these areas 
at least one of its tertiary institutions, and so form the basis to attract students from 
around the country and indeed, from around the developing world.’ Van Gran further 
puts forward that, no institutions track their graduates to determine whether they find 
employment in the sector or not, how soon they find such employment, what kinds 
of jobs they are likely to take up within the sector or in other sectors, how long they 
remain within the sector, whether they remain in the province or migrate to other 
provinces or abroad. 
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SUB- SECTOR	 TOTAL

Architecture	 1880

Community arts	 890

Craft	 4750

Dance	 500

Design and advertising	 6300

Fashion (including designers, 	 2000

Fashion photography, models,etc.	 500
Festivals and events	

Films	 600

Heritage and museums	 3000

Language schools	 175

Publishing, literature, printing and packaging	 20000

Music	 2000

Musicals and opera theatre	 150

Theatre	 800

Visual arts	 4000

TOTAL	 47545

Table 6 Summary of the employment in the creative industries  
sector in the Western Cape Source: Van Graan, 2005

An estimate of the number of people directly employed and those who earn their primary 
income in the creative industries sub-sectors would be close to 50 000, at least 50% 
more than the 30 000 teachers working in the province or four times more than the total 
number of workers in the mining and quarrying and electricity, gas and water sup-
ply sectors in the Western Cape (Van Graan, 2005). Herrington and Kew (2013) put 
forward that, the Western Cape has the highest rate of high business growth, i.e. busi-
nesses that intend generating 20 plus jobs over the next five years. Obviously, there are 
needs for more research into the number of people employed in the creative industries 
in the province, even the estimates above, shows that the impact of the creative indus-
tries on employment is important. 

FDI PROJECTS INTO THE WESTERN CAPE, 2013

DATE	 COMPANY	 SOURCE	 DESTINATION	 SECTOR	 BUSINESS	 VALUE	jobs
	 NAME	 COUNTRY	 CITY		  ACTIVITY	 (ZARm)

Nov 2013	 MCI Group	 Switzerland	 Cape Town	 Business	 Creative	 47,83	 12
				    Services	 Industries	

Nov 2013	 The Jupiter	Z ambia	 Lusaka 	 Business	 Creative	 47,83	 19
	 Drawing Room	 Province	 Services	 Industries

Jul 2013	 Snapplify	 United 	 New York 	 Software &	 Creative	 69,70	 40
		  States		  IT Services	 Industries

Feb 2013	 Celebrity	 United 	 California 	 Business	 Creative	 39,63	 18
	 Services 	 States		  Services	 Industries
	 Africa (CSA)

Aug 2012	 Movile	 United 	 California 	 Software &	 Creative	 69,70	 40
	  	 States		  IT Services	 Industries

Table 7 Foreign creative projects in Western Cape Source: 
WESGRO, 2014

The table 7 above, provides an outline of foreign companies who have invested in creative 
industries in the Western Cape in 2013.
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		  FINDINGS OF THE STUDY
In regards to the study, the researcher identified ten findings as explained below. 

1.	 A gap is identified in relations to inadequate geographic coverage of current 
programmes offered in the Western Cape Province. These unfulfilled training 
needs were based on the findings from the literature review, as well as information 
gathered from previous researchers. The Western Cape has the lowest percentage 
of businesses with low-growth perceptions (40%, compared to three quarters of 
the businesses in the rest of South Africa) (Herrington and Kew, 2013).

2.	 The significance of skills for the creative discipline students such as marketing, 
sales presentation, communication skills and the shortage of this training within 
the core curriculum in Higher Education Art and Design Institutions noticeably 
requires to be addressed.

3.	 Creative Enterprise Education has traditionally been part of a hidden curriculum 
within Higher Education as generic business courses fell under the remit of 
Business School Faculties.

4.	 There is an increasing need to clearly define new and emergent pedagogical pro-
cesses used in Creative Enterprise Education, as a means of teaching the creative 
discipline students the business skills and successful market strategy (Kellet, 2006).

5.	 Entrepreneurs in the Western Cape are 6.7 times more likely to be opportunity-driven 
than necessity-driven (Herrington and Kew, 2013). However, if there are opportu-
nities, true entrepreneurs will, through innovative and creative means, find prof-
itable opportunities. 

6.	 There is a lack of case studies to use as teaching resources to support creative 
entrepreneur educators, and there is a great demand and need from students to 
have role models to source and learn from (Kellet, 200).

7.	 It was found that, what is hindering the desires of creative students to develop new 
businesses is business entrepreneur education failure.

8.	 Three critical areas were identified as prerequisites for implementing training 
programmes, namely, development of infrastructure, provision of suitable and 
appropriate training material, and the need for funding.

9.	 Developing a business scheme to assist the learner to participate actively in 
exploring suitable creative models and develop a network of contact to support 
future goals. 

10.	 Cases of young entrepreneurs and role models are essential in providing a greater 
visibility of business development. 
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		  Recommendations
From the study, therefore, we derived the following recommendations.

	 -	 The government should constantly examine the structures of all schools and  
		  inclusive education providers to prove their commitment to a changed  
		  national curriculum. Also, providing opportunities for young people to study  
		  a mixed subjects including creative arts and entrepreneurship. 
	 -	 The educational courses need to combine business development and business  
		  management practice, improved with sector specific material, set as in  
		  a contextual framework of the Creative Industries (Kellet, 2006).
	 -	 Providing mentorship programmes for new entrepreneurs where the mentors  
		  have practical personal experience of running a business and focusing  
		  on entrepreneurial education at both secondary and at university level  
		  (Herrington and Kew, 2013).
	 -	 Cross-departmental government co-operation: the Department of Education  
		  and the Department of Art and Culture should establish a new board to  
		  work with, sponsored bodies to help them deliver effective creative education  
		  across the country (DCMS, 2012).
	 -	 Implementing ‘Training-the-trainer programmes’ for educators in South Africa  
		  seven provinces. The reason for this recommendation is built on our findings  
		  and observations that: schools teachers are ill-equipped for the role of mentor,  
		  advisor and lead promoter of entrepreneurship programmes at schools  
		  (Isaacs, Visser, Friedrich and Brijlal (2007).
	 -	 Students need to work in groups to provide them with experience of teamwork  
		  and offer them a more complete real life approach to learning. 
	 -	 Training in developing pedagogies of creative entrepreneur education teaching  
		  is required for educators who obviously understand the sector works and yet  
		  need to modify their skills in teaching business development (Kellet, 2006).
	 -	 The educational courses must combine business development and business  
		  management practice, set as in a contextual framework of the Creative Industries.
	 -	 Developing the skills of the next creative generation: disregarding the creative  
		  subjects in educational curriculum, inadequate expertise training for educators  
		  and the absence of reliable vocation guidance can make numerous young  
		  people be discouraged from chosen a creative career. 

		  Conclusion
This article argues in reaction to the present economic recession and unemployment 
problems that, graduate creative entrepreneurship is an important intervention. HEIs 
play a significant role in helping students make the change to be successful entrepre-
neurs who can create their own job and possible jobs for others (Lourenco, Taylor and 
Taylor, 2013). Future investigations should also allow other external groups such as 
enterprise clubs and investors, to increasingly become more applicable to the student expe-
rience and actual start-up activity and associated issues of sustainability (Penanula, 
Penanula and Jones, 2012). 

Successively, the study encourages the growth of graduate entrepreneurship in the Western 
Cape Province of South Africa to overcome the problem of excess supply of university 
graduates in a very challenging employment market. Rae (2004) contributes that, 
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it may be helpful for emerging entrepreneurs to use the framework, perhaps in dia-
logue with a mentor, as a structure to think through questions of their personal and 
social identity and role, the development of their skills in managing the enterprise, 
and how they use contextual learning in recognising opportunities and in working 
from natural experience to develop their own repertoire of ‘practical theory’. The find-
ings of this study demonstrate that traditional business school methods have not been 
efficient when working with creative mind-sets, and calls for the creative entrepreneur 
subject up-grade to a management position within our business school’s curriculum. 
We suggest that the most effective entrepreneurship educators follow the leaders they 
recommend and think ‘outside the box’ to provide an entrepreneurship education that 
both fulfils the demands of assessment criteria, and provides a meaningful curriculum. 
Furthermore, it is recognised that traditional approaches for the development of entre-
preneurial skills are not essentially the most effective in the creative sector.
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Transition Courses in the Arts 
Management Curriculum – 
Development of a Professional 
Development Series

		  Abstract
The job market can be difficult to navigate as a recent graduate. While the global economy, 
and the United States economy in particular, is on the rebound the competition is stiff. 
Job seekers who complete an undergraduate degree spend a considerable amount of 
time and money building their skill sets and resumes. But are academic programs truly 
preparing students for a successful job search upon graduation? Are we equipping stu-
dents with a strong foundation upon which they can build their careers?

Research suggests there is room for improvement. There is some concern that students 
lack the professional writing and technical skills required to successfully enter a com-
petitive job market (Alssid, 2014). There is also concern about the growing discon-
nect between universities and employers (Rodgers, 2014; Zimmer, 2014) as well as  
the different perceptions of preparedness between students and employees 
(Grasgreen, 2013). This issue has been noted across universities, but especially in 
applied programs such as business, communications, and arts administration.

This article focuses on the development and management of a Professional Development 
Series - a set of three courses within an undergraduate arts management curriculum at 
a liberal arts institution in the United States.

		  Introduction
Arts administration as an academic discipline has long suffered negative perception 
from administrators in the field that question the rigor or even the point of academic 
programs designed to teach future arts administrators. In the past many have favoured 
long-term on the job training (DiMaggio, 1987). Although more recent research into 
the, perhaps changing, perception of arts administration programs among working 
arts administrators has not been conducted, past trends suggest that the same issue 
that impacts other professional programs also impacts arts administration. Core course-
work in arts management programs address students’ need for field-specific skill sets, 
but what about the skills required to become a valued member of an organization? 
Deal with the inevitable interpersonal issues that arise? Take ownership of their profes-
sional development? 

Here I focus on the development and management of a Professional Development 
Series - a set of three courses within an undergraduate arts management curriculum 
at a liberal arts institution in the United States. The process of creating these courses 
combines consideration of curriculum design with developments in the labour market 
– particularly concern for job preparedness for undergraduate arts management students. 
This chapter explores areas where knowledge bases from cultural management and 
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other fields converge, pulling some of the focus away from arts management specific 
skills in order to touch upon more universally acknowledged skills for engaging in 
the workforce. 

		  Goals of the Professional Development Series
The transition from the classroom to the workplace workplace can be rife with issues.  
The Professional Development Series (PDS) was created in order to apply the concept of 
a transition course in a new setting – the undergraduate arts management curriculum. 
Other academic disciplines have set an example. Transition courses have been dis-
cussed primarily in the medical profession (Poncelet & O’Brien, 2008), where they were 
designed to ease the transition from the classroom to the working context for medical 
students. The most important aspect of a transition course is that it goes beyond an 
internship and incorporates aspects of socialization in addition to professionalization. 

While each course in the series has its own objectives, as a unit the series is designed 
to ease the transition from the classroom to the workplace. The collective goal of these 
courses is to provide opportunities for students to develop hard skills and soft skills 
simultaneously, while diminishing the work expectation-reality gap (Barnett, 2012;  
Lent & Brown, 1996). These courses address the need for well-trained graduates by 
focusing on the development of technical skills such as professional writing, production 
management, patron services, and practical aspects unique to the field of arts man-
agement. The aforementioned aspects are arguably part of most internship courses. 
The PDS is significant because it also empowers students to successfully navigate 
the workplace by fostering soft skills such as emotional intelligence and conflict resolution. 

The overall goal of the PDS is to provide students with holistic preparation to enter 
the field. The methods of achieving that goal is to first focus on the individual student, 
then on how the student might engage and interact with the field in their immediate 
environment, and finally focuses on how the student understands their place within 
the broad field of arts administration as a discipline of inquiry and practice. Research 
shows that it is the match between an individual’s characteristics and their work envi-
ronment that leads to career success (Feldman, 2002; Greenhaus et al., 2000). What follows 
is an exploration of each course within the series and the ways in which they attempt 
to achieve the aforementioned goal.

	 Practicum I
Arts Practicum I (hereafter referred to as ‘Practicum I’) is the first course in the profes-
sional development series. Students typically enrol in this course during the fall or spring 
semester of their sophomore year. At this point in their academic career they have had, 
on average, two to five of the thirteen core courses in the arts management curriculum 
in addition to various courses to fulfil the university’s general education requirements. 

Practicum I includes both classroom and practical components. Students meet as a class 
one hour once a week and are required to work eighteen hours in the campus box 
office. The box office aspect of the course is managed in collaboration with the campus 
Box Office Manager. During the semester each student learns how to use Seat Advisor 
Box Office (SABO) Ticketing Software and gain experience with Front of House 
Management. Students meet these working requirements on evenings and weekends 
of their choosing, based on the show schedule for the theatre spaces on campus. 
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		  Students’ personal awareness
Course topics in Practicum I focus on increasing students’ personal awareness 
of their strengths and interests, both in general and as they pertain to the field 
of arts management. Given that most students will have limited experience in arts 
management/art entrepreneurship as well as limited exposure to arts management 
as an academic discipline, course topics and classroom assignments are designed 
to further acclimate students with the various subfields of arts management and 
entrepreneurship. 

Despite declaring arts administration as their major and taking multiple courses 
within the core curriculum, many students are unaware of the various career paths 
available to them. There is some awareness of general job functions. For example, 
most students enter the course with a basic understanding of careers in marketing and 
fundraising. However, students are still largely unaware of the many roles arts man-
agement plays within non-profit arts organizations, for profit organizations, cultural 
institutions that may operate outside of the arts (e.g. zoos, aquariums, and historical  
museums), funding institutions, and various levels of government. Assignments in 
the course are designed to better acquaint students with other career options that may 
be a good fit for them. They also provide students with the skills to continue researching 
those options after the course ends. Career profiles and informational interviews are 
assigned so that students learn how to conduct these types of investigations. 

		  Evaluation of Students’ Work
Early in the semester professional writing topics such as cover letter writing and 
resume construction are discussed. This information is applied later in the course, 
as students apply for positions with arts organizations in anticipation of the require-
ments for the next course in the series, Practicum II – Service to the Field. The process of 
searching for positions is discussed in depth. Students learn how and where to search 
for internships including how to craft letters of inquiry. It is assumed that students will 
not master these skills the first time they are introduced. Instead, these skills are intro-
duced in a way that allows for scaffolding in the next course. 

There are two aspects of evaluation for Practicum I: evaluation of students’ work in 
the classroom and evaluation of students’ work in the box office. Classroom assign-
ments are assessed based on the associated rubrics. Work in the box office is assessed 
based on an agreement made between students and the Box Office Manager. At the begin-
ning of the semester students are required to sign a Box Office Code of Conduct. This 
document outlines all of the responsibilities for working in the box office including:  
dress code, how to interact with patrons, and expectations for shift starting and ending 
times. The elements of the code of conduct cover the practical aspects of working in 
the box office while also introducing students to the concept of being held accountable 
for the way they present themselves as professionals. Students are evaluated based on 
their ability to adhere to the code of conduct. 

Practicum II
Practicum II – Service to the Field (hereafter referred to as ‘Practicum II’) - is the second 
course in the professional development series. Students are encouraged to take this 
course directly after Practicum I, but it is not required. At this point in their academic career 
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students are either second-semester sophomores or juniors. They have taken between 
five and seven of the thirteen core arts management courses (including Practicum I) 
and have likely finished met the university’s general education requirements.

As with Practicum I, Practicum II has both classroom and practical components. 
Students meet as a class for one hour once a week and are required to complete a min-
imum of 47 working hours for a cultural institution/organisation – although many 
students work more hours over the course of the semester. Students are responsible 
for finding and securing their own positions using the skills they learned in Practicum I. 
However, if a student has difficulty finding a position the professor provides assistance. 
Each semester 80% of students enrolled in the course secure a position prior to  
the start of the semester. By the third week of the semester all students are placed with 
an organization. 

		  Formalising Contacts
Students are required to fill out a pre-agreement form prior to starting their work with 
an organization. This form was designed to set clear expectations for both the student 
and the contact at the organization responsible for evaluating the student, hereafter 
referred to as the site supervisor. The form requires the student and their site supervisor 
to develop a position description and learning objectives, establish a schedule of work-
ing hours for the student. The form also explains the methods of evaluation, inform-
ing the site supervisor of their obligation to complete a midterm and final evaluation 
and letting students know about the expectations for record keeping and their final 
paper. The pre-agreement form was developed with consideration of best practices 
for internship management (Ciofalo, 1992). The pre-agreement operates alongside 
the course syllabus, which focuses on the learning objectives and evaluation methods 
for the classroom component of the course. 

Course topics in Practicum II expand upon the information presented in Practicum I. 
While the focus in Practicum I was on the preferences and strengths of the student, 
the classroom component of Practicum II focuses on soft skills that will help students 
navigate the less technical aspects of working: organizational culture and behaviour.

This course starts by introducing students to different theories on management styles. 
Students will inevitably work with many different management styles throughout their 
career. In Practicum II we discuss how to identify different management styles, as well 
as the strengths and weaknesses of each. Most important for where they currently are 
in their careers, we discuss how their specific working preferences match up with various 
management styles. We also discuss what to do when their working style does not 
immediately mesh with their manager’s management style. These conversations lead 
directly into discussions of how to deal with conflict. Various conflict resolution styles 
are introduced - students are tasked with identifying their own and identifying ways 
they can engage with the other styles. 

		  Professional Writing Skills
The second half of the course is dedicated to building upon the professional writing 
skills introduced in Practicum I. Students further develop their abilities to search for 
and apply to an internship, learning how to best articulate their interest in a position 
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and showcasing their growing resumes. One of the best aspects of this course is that 
students have two relevant working experiences on their resumes, prior to entering 
an increasingly competitive internship market.

		  Survey-based Evaluation Methods
Evaluation methods specific to the working component of the course are survey-based. 
These surveys, developed over the course of three semesters in collaboration with site 
supervisors, are a combination of Likert scale and open-ended questions. The survey 
is designed to solicit feedback about each student’s progress on a combination of prac-
tical and soft skills. There is also space for site supervisors to discuss ways in which the 
student is a strong asset to the organization as well as areas where they can improve. 

The midterm evaluation survey is completed by the student’s site supervisor and sub-
mitted to the professor at the midpoint of the semester. After receiving the written 
evaluation the professor follows up with a meeting to obtain additional qualitative 
information regarding the student’s work and professional progress. The information 
gathered from this process is shared with the student in a midterm meeting. The same 
process is conducted at the end of the semester. Course assignments are comprised of 
in-class activities and reflective writings.

The final paper asks students to discuss their working experience through the lens 
of the coursework they have taken to date, including the in-class discussions that 
have occurred throughout the semester. This paper also asks students to reflect upon 
whether or not they achieved their learning objectives and to consider the next steps in 
their professional development as they begin searching for an internship and planning 
for their first position post-graduation. 

		  Internship
The Arts Management Internship (hereafter referred to as ‘Internship’) is the final 
requirement in the professional development series. Students are required to take six 
credits total and may meet this requirement by taking two separate three-credit intern-
ships in different semesters, or by taking on a full six-credit internship. When students 
enrol for internship credits they are juniors or seniors and have completed a significant 
portion of the arts management core curriculum. 

There is no class component for Internship. Students meet individually with the pro-
fessor throughout the semester. There are required meetings at the midpoint in the 
semester and during the last week of classes. Other meetings are coordinated as 
needed, depending on the needs of the student. Their main responsibility is to work for 
a cultural organization. Students are responsible for securing their own internships by 
utilizing the skills they learned in Practicum I and honed in Practicum II. The professor 
provides assistance to students throughout the application process by reviewing cover 
letters and resumes. Each semester 90% of students have arrangements made prior 
to the start of the semester. When a student struggles to find a position the professor 
provides additional assistance by reaching out to local organizations. All students are 
placed with an organization by week four of the semester. As in Practicum II students 
are required to complete a pre-agreement form. 
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		  Final Paper and Portfolio
When this course was first developed, students were responsible for completing their 
working hours and submitting a final paper and portfolio at the end of their experience. 
This course takes the place of a senior capstone and so it was determined that more 
academic rigor was necessary. The course needed additional elements if students were 
to learn how to connect their work to the broader field of arts management and entre-
preneurship. Incorporation of this goal began with more clearly articulated require-
ments for the final paper. The final paper shifted from being merely an accounting of 
events to a critically reflective assignment that requires students to actively integrate their 
classroom learning with their internship experience. Students are required to connect 
their personal experiences to larger trends within the field of arts management and 
must include at least seven scholarly sources into their final paper. To facilitate this kind 
of higher-order thinking smaller assignments were added to the course. These assign-
ments are a series of reflective papers based on a reading list that is customized based 
on the students’ internship. The writing assignments increase in difficulty throughout 
the course of the semester: students are first asked to summarize and reflect on one 
article and work their way up to discussing and reflecting on three different articles 
prior to beginning work on their final paper. 

Evaluation methods for the working component of Internship mirror those of 
Practicum II. Site Supervisors complete midterm and final written evaluations that 
are accompanied by follow-up meetings where the professor gathers additional infor-
mation. Students are made aware of the results of both evaluations in individual meet-
ings with the professor. Use of the same evaluation tool for both Practicum II and 
Internship allows both the student and the professor to track the student’s professional 
development in a manner that is easily understandable and translatable into actions 
items for improvement.

		  Impact
Each course addresses professional development concerns that match where students 
are in the core curriculum as well as their working experience. Practicum I introduces 
students to career options and helps them to begin matching their preferences and 
strengths to career plans and goals. Practicum II furthers those conversations by ask-
ing students to think about themselves within a larger organizational context. Finally, 
Internship helps to hone students’ focus, requiring students to think in more com-
plex ways about themselves and their connection to the field. While each course could 
stand alone, only having one course would prevent students from growing into their 
identity as future arts administrators. Callanan and Benzing (2004) found that intern-
ships alone are linked to finding employment upon graduation, but they are not linked 
to higher confidence levels with regard to workplace-personality fit. Information link-
ing workplace-personality fit with higher levels of work performance (Tziner et al., 2002) 
as well as less burnout (Meir et al., 1995) indicate that the PDS is better equipped as 
a unit to prepare students for a successful career as an arts manager. 
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The purpose of these courses is synthesis. These courses are designed to synthesize 
information students are learning in the classroom with practical working experiences. 
Students are encouraged to explore potential career paths in Practicum I, seek positions 
somewhere along that career path in Practicum II, and then determine if they’d like to 
stay on that path or explore a different one for their Internship. 

As a result of these classes, students have lower-stakes opportunities to explore the field 
in ways they might not otherwise. This results in students who explore working as an arts 
administrator for various artistic disciplines, organizations of varying size, and work 
in two or more different capacities before graduation. This provides students with  
the necessary information to make informed decisions about their career goals 
upon graduation.

		  Conclusion
While transition courses are commonly used in medical and business curricula, this chap-
ter demonstrates how this type of course can be applied to an undergraduate arts 
management context. Each course’ objectives, structure, and evaluation methods were 
discussed to demonstrate how workplace preparedness goals are tied into each facet 
of the Professional Development Series. Next steps for the Professional Development 
Series are the development of an evaluation tool that will provide detailed information 
about the short- and long-term impact of the program on both students and area arts 
organizations. Now that the program has run for three years it is time to conduct 
a thorough investigation of the series and its various elements. 

Although this particular case of transition courses focused on an undergraduate 
curriculum, there is evidence that transition courses would find success in a graduate 
curriculum as well. Graduate arts management programs should explore the possi-
bility of adding one of these courses into their curriculum immediately prior to or in 
tandem with their internship requirements. Transition courses are designed to equip 
students with both the practical and soft skills necessary to be competitive on the job 
market upon graduation and should have a place somewhere in the curriculum of all prac-
tical disciplines, particularly a discipline as varied and nuanced as arts management.
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of Canada’s First BA Program 
in Creative Industries

		  Abstract
This article will discuss the curriculum design, theoretical roots and pedagogical 
approaches of the recently launched School of Creative Industries at Ryerson University 
in Toronto. Ryerson’s mix of academic programs traverses the gamut of the Creative 
Industries. From publishing and digital journalism to TV production, fashion and 
interior design, dance and film, the University’s diverse media, design and artistic 
units are represented in the BA in Creative Industries and contribute their courses and 
faculty expertise to the delivery of the Creative Industries curriculum. The School of 
Creative Industries utilizes these academic resources in combination with the course 
offerings provided by the Ted Rogers School of Management. Its founding represents 
an innovative curricular design that, unique among Canadian undergraduate programs, 
studies the creative disciplines from the perspective of enterprise development and 
entrepreneurship and blends artistic, media and communication, cultural and business 
studies to prepare students for employment opportunities in today’s creative economy. 

This chapter will present a reflexive case study that discusses the theory and methodology 
behind the intellectual and pedagogical structure of the Ryerson School of Creative 
Industries. Challenges, both theoretical and practical, implicated in the development 
of an innovative academic program that aims to provide students with a multi-disciplinary 
entrepreneurial education are discussed. 

		  Introduction
In Fall 2013, The Faculty of Communication & Design at Ryerson University in Toronto, 
Canada, launched a new undergraduate program in Creative Industries. This inter-
disciplinary B.A. program is aimed at the creative, knowledge-based and service- 
oriented economy that is assuming an increasing proportion of contemporary econ-
omies in Canada and globally. In focusing on the Creative Industries, this new program 
views the cultural products and services that they create, produce and distribute as 
one of the key cornerstones of this economy. It recognizes that this industrial sector 
has grown increasingly complex, due primarily to the impact of information and 
communication technologies, and that the rapid changes it is experiencing requires 
new skills, new business models and new global perspectives.

Over the course of its first two admission cycles, the BA program in Creative Industries 
received more than 12 applicants per available space. The admission cut-offs are 
amongst the highest of any B.A. program in Canada and industry leaders have enthu-
siastically agreed to join its advisory board. 

Ira Levine
Jeremy Shtern
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		  Background and Context
The increasing importance of the Creative Industries to national economies has been 
recognized across the developed and developing world for a number of years. A 2008 
Report from the United Nations concluded the following:

	 The Creative Industries are among the most dynamic emerging 
sectors in world trade. Over the period 2000-2005, trade in creative goods and services 
increased at an unprecedented average annual rate of 8.7 per cent. World exports of 
creative products were valued at $424.4 billion in 2005 as compared to $227.5 billion in 
1996, according to preliminary UN figures (Santos Duisenberg, 2008). Creative services 
in particular enjoyed rapid growth –8.8 per cent annually between 1996 and 2005. 
This positive trend occurred in all regions and groups of countries and is expected to 
continue into the next decade 
	 (Santos Duisenberg, 2008, p. 5)

Originating in the United Kingdom and Australia in the latter 1990s, the term ‘Creative 
Industries’ refers to a distinctive group of creative fields pertaining to media, design, 
entertainment and the visual and performing arts (Flew 2012). While these fields 
have long been recognized for their cultural value and their role in enhancing social  
cohesion and quality of life, they are with increasing frequency being appreciated 
as an important engine of economic prosperity and urban renewal as well. 

The city of Toronto plays a central role in this sector, the growing scope of the Creative 
Industries within Canada and their steadily expanding share of the country’s GDP. 
Based on data provided by Statistics Canada, the Conference Board of Canada has 
estimated that the output of this sector totalled $46 billion in 2007, or 3.8% of GDP,  
and that its full economic impact – including its effect on other economic sectors –  
was approximately $84 billion or 7.4% of GDP. In 2007 these industries contributed 
more than 1 million jobs to the Canadian economy (Conference Board of Canada, 
2008, p. 1). Within the Greater Toronto Area (GTA), more than 130,000 workers are 
employed in over 9,500 enterprises in this sector and, through 2007, creative occu-
pations grew at a rate more than double that of the labour force as a whole (Creative 
Capital Gains, An Action Plan for Toronto, May 2011, p. 5) and faster than financial 
services, the medical and biotechnology industries and the food and beverage industry 
(Vindorai, 2010).

Within this industrial sector the growth of global markets and the increasing trends 
toward collaborative and cross-sector creative work are amongst the factors driving  
a new educational approach to creative disciplines, one in which financial and opera-
tional aspects on the one hand and creative processes on the other are studied simul-
taneously and viewed as a synergistic and inseparable combination. The societal 
importance of such educational programming is corroborated by recent research, for 
example the report prepared by the Conference Board of Canada (2008b).
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		  Goals and Curriculum of the BA Program
The goals and curriculum of the B.A. program in Creative Industries are designed to 
address key long-term trends impacting the Creative Industries. A number of govern-
ment and university-based studies have identified challenges that Canadian creative 
enterprises, both commercial and non-profit, are at present ill equipped to meet. 
These include the constant introduction of ever-newer digital and mobile technolo-
gies and web-based applications that can radically alter marketing, and distribution 
and consumption patterns and thus transform (if not undermine) the business models 
upon which these enterprises are based. As well, technological change has generated 
new complexities around intellectual property and copyright that threaten traditional 
revenue streams and pose a significant challenge to government policy, legislation and 
regulation. The internet and other communication technologies have greatly expanded 
the marketplace for media and cultural products while increasing competition within 
Canada. In order to prosper in this context and to remain competitive in a global 
marketplace, Canadian enterprises will increasingly require employees with a working 
knowledge of international marketing, free trade agreements, import/export regulations 
and copyright issues.

The creative workforce, employed predominantly in small-scale enterprises, is progres-
sively more in need of legal and governmental expertise if it is to navigate successfully 
through an increasingly complex and interconnected environment. Canadian content 
requirements, status of the artist legislation, regulatory mechanisms, cross-border 
reciprocal agreements, and apprenticeship and training programs are just a few of 
the factors creating a demand for well-informed cultural and media managers, who can 
exploit their understanding of governmental structures and processes and the legal  
environment to advocate effectively for their organizations and take advantage of the oppor-
tunities afforded by subsidy programs, tax incentives, and other government initiatives.

Unless these trends are addressed through a reconceived and modernized skill-set 
such as envisioned in the proposed program, they will exacerbate chronic deficiencies 
that have handicapped creative enterprises for years. These include well-documented 
weaknesses in business communication, human resource systems, strategic planning, 
entrepreneurship and fiscal management. 

In a letter endorsing the societal need of the Creative Industries B.A. program Diane Davy, 
Executive Director of Cultural Careers Council Ontario, describes the current situa-
tion in the sector:

	 Again and again, we hear that, to prosper and grow in a rapidly 
changing global marketplace, the cultural sector, including the cultural industries, needs 
a workforce that has stronger business and technical skills. New entrants to the sector 
need to understand both traditional and evolving business models and to understand 
the myriad processes that contribute value to a creative product including production, 
marketing, distribution, financial management, government policy, copyright, etc.

		  Innovative pedagogy; unlearning embedded assumptions
Hence, post-secondary education programs explicitly have to be focused on the Creative 
Industries in Canada, in particular in Toronto. Yet, putting that process in motion 
required a certain degree of both innovative pedagogy as well as the unlearning of 
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some pretty powerfully embedded assumptions about how university programs relevant to 
this area operate. Typically higher education programs that aim to study and/or feed 
these industries are distinguished by the polarization between ‘suits’ and ‘creatives’; 
between creative practitioners and those who manage and commercialize the creative 
process. Business students are taught in one faculty, typically with little focus on the 
unique professional contexts associated with managing creativity and the would-be-
creators or creative professionals are taught separately in professional, humanities or 
fine arts programs, often with little to no business training. 

This approach is fundamentally at odds with what we know from a variety of academic 
literatures concerned with the contemporary nature of work in arts and cultural indus-
tries problematize this pedagogical approach in at least three significant respects. 

In the first place, we are aware that most of the enterprises in this sector tend to be 
small-scale,1 though the distribution companies (e.g. film companies, broadcasters, 
cable operators, retailers, global multimedia firms) associated with them may be very 
large. Many rely on customer perception as a basis of economic value; for such enter-
prises, copyright is fundamental to their business models, and the right to use their 
product is often of greater value than the product itself. Businesses in this sector tend 
to operate with a very high degree of risk and unpredictability. They have distinctive 
patterns of work and organization, and display a very strong sensitivity to public regu-
latory, revenue and cultural policies. In other words, analysis suggests that in order to 
succeed in the contemporary creative economy, most artists must develop and make 
use of a whole series of entrepreneurial, regulatory, branding and management skills.

		  Suits and Creatives
On the flip side, literature on managing creativity as well as various ethnographic 
studies of sites of professional production (c.f. Deuze 2011) underline the value to 
executives charged with managing creativity of being able to deploy what Collins and Evans 
(2007) would describe as the ‘interactional expertise’ of creativity; a basic, familiarity 
with not only the knowledge and skills required of the creative talent, but an under-
standing of the world view, jargon and discourse of their community of practice.2

In other words, literature on how work gets done in the Creative Industries are increas-
ingly clear: the distinction between ‘suits’ and ‘creatives’ does not hold up anymore,  
if it ever did. In order for organizations to succeed in the knowledge economy, 
creatives must posses and make use of business skills, and mind-sets and suits have 
to get their hands dirty, make an effort to understand creative people, communicate 
effectively with them and be treated credibly within the subcultures of artistic and cre-
ative practice. Furthermore, various studies point out the extent to which the defin-
ing features of work in the creative economy are precarity and self-directed portfolio 
careers (c.f. Campbell 2013). It no longer make sense to educate ‘suits’ and ‘creatives’ 
in separate silos, doing so creates skill deficits that will lead many graduates to struggle 
to be competitive and successful in the creative economy. 

1 Creative enterprises typically range from micro-businesses (privately owned and  
operated with under 10 employees) to SMBs (small businesses with under 50 employees or  
medium-sized businesses with under 250 employees)

2 This Collins and Evans (2002; 2007) distinguish from the higher order form of expertise:  
‘contributory expertise’ the capacity to contribute to the work of the community of practice.
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		  Program Approach
The foundational goals of the Ryerson School of Creative Industries include: contributing 
to bridging this divide through an academic program that provides opportunities for 
studies in these creative fields; delivering courses in creativity theory and the man-
agement of creativity; incorporating core and elective business and entrepreneurship 
courses and; providing a curriculum through which students are able to learn how 
these industries function as creative enterprises and acquire the requisite skills and 
knowledge to obtain employment in this expanding economic sector.

The program attracts students seeking careers in diverse aspects of the Creative Industries.  
Some of our students have experience working as talent in the Creative Industries who 
already recognize that they need more education and training in order to manage their 
careers effectively and eventually take on leadership roles. Others are young people who 
know they want to make a career doing something creative, but are not yet ready to 
commit to making a deep dive into training for one specific field (as would be required, 
for example of a theatre school student). Generally, these are students who wish to cul-
tivate a broad understanding of possible career paths and who want to acquire a solid 
foundation of communication and business concepts and practices applicable to 
creative production. Our hope is that they will study to become leaders who, as they 
gain experience in the creative economy, will have the capacity to transform creative 
ideas into commercial products and services. 

The BA in Creative Industries program consists of a 42 course curriculum. Core 
competencies are viewed to be oral and written communication; collaboration and 
cross-functional teamwork; Information Communication Technology (ICT) literacy; 
critical thinking and research design and methodology. All students undertake studies in 
the following core knowledge areas: communication and digital media; innovation 
and entrepreneurship specific to the Creative Industries; intellectual property and 
copyright law; creativity theory and business. Optional courses focus on governance 
(media regulation, cultural policy, tax incentives and subsidies, etc.), emerging tech-
nologies, advertising and public relations, gaming and other applicable subjects.

1st Semester:	 CRI 100	 Creative Industries Overview	
	 PLX 111	  Imagining the Creative City	

2nd Semester:	 CRI 200	 IP Issues in the Digital Age
	 CMN 210 	 Text, Image & Sound

3rd Semester:	 CRI 300 	 Digital Design Studio

4th Semester:	 CRI 400	 Entrepreneurship in Creative Industries	

5th Semester:	 CMN 323	 Introduction to Professional Practice

6th Semester:	 CRI 600	 The Creative Process

7th Semester:	 CRI 700	 Human Resources Management in Creative Industries
	 CRI 710	 Creative Industries Research Methodologies

8th Semester:	 CRI 800	 Managing Creative Enterprises and Capstone Project
	 CRI 810	 Studies in Creative Collaboration 

Figure 1 Required Core Courses in the BA in Creative Industries 
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The BA in Creative Industries program is industry-based rather than focused on 
a specific discipline or professional field. This distinctive feature invites and neces-
sitates an interdisciplinary approach that is facilitated by the modular structure of 
the program. For the purposes of the program, a module is defined as a sequence of 
six courses consisting of varying combinations of required and elective courses in  
a discrete subject area. There are, as of press in 2015, fourteen modules to choose from 
(Figure 2).  

School of Fashion	 The Fashion Industry: Markets, Aesthetics 
	 & Creativity

School of Professional Communication	 Communication Studies

School of Image Arts	 The Art & Business of Film
	 Visual Culture
	 Curatorial Practices

School of Journalism	 The Business and Practice of News

School of Graphic Communications Management	 Concept to Reality: Publishing and Printing

RTA School of Media	 The Music Industry
	 Storytelling in Media
	 Media Business

Theatre School	 Acting/Dance Studies

Theatre School and Department of English	 Performance Studies

School of Interior Design	 Interior Design: Human scale for Creative Thinkers

Figure 2 Partner Schools and Available  
Creative Industry Modules

Students each select any two modules to complete as part of their BA in Creative 
Industries. These modules are taught by faculty and instructors in the various profes-
sional schools of Ryerson’s Faculty of Communication and Design, as well as departments 
in Ryerson’s Faculty of Arts. Each of these are professional schools that rank amongst 
the best university programs feeding their respective professional domains in Canada. 

Implementing this approach requires an innovative approach to service teaching and 
partnerships across campus. Creative Industries students will normally undertake 65% 
to 74% of their coursework (27 to 31 courses) outside their home program, and any-
where from 31% (13 courses) to 55% (23 courses) outside their home Faculty.
By design, Creative Industry students take these module classes alongside students 
enrolled in the programs offered by the professional programs.
The intention of these modules is to give Creative Industries students enough expo-
sure to the basic, foundational knowledge of these disciplines as well as the cultures, 
jargon and worldview of their communities of practice. To go back to the Collins and 
Evans distinction between ‘contributory’ and ‘interactional’ expertise mentioned ear-
lier, the pedagogy of these modules is that one does not necessarily need to be able to 
design a dress, for example, to be an effective public relations manager at a fashion 
label. But one’s ability to function in that role would surely be enhanced by having 
had enough exposure to and experience with designers to be able to talk to them, 
work alongside them and be treated as somebody who can credibly claim to under-
stand their role and perspective. 
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Within the multi-disciplinary approach of the program, the students’ choice of two 
modules is augmented by an additional series of six business courses that are taught by 
Ryerson’s Ted Rogers School of Management (Figure 3). 

Required courses (4):

BSM100:	 The New Business: From Idea to Reality
BSM200:	 The Growing Business: Breaking Even
FIN 305:	 Financial Management 
BSM600: 	 The Mature Business: Market Dominance or Failure (capstone)

Electives courses (2):

GMS410: 	 Management in the Large Corporation
ENT500: 	 New Venture Start Up
ENT505: 	 Small-business Management
GMS455: 	 Project Planning and Delivery
ITM350:  	 Online Business
MKT310: 	 Marketing Plans
ENT520: 	 New Venture Creation
GMS520: 	 Fundamentals of International Business

Figure 3 Business Course Progression in  
the BA in Creative Industries

This business education, as well as a work placement that all students must complete 
for credit during their third year in the program, is intended to contribute to bridging 
the management and entrepreneurial training gap that is seen as a holding back many 
Creative Industry careers. This innovative program design has been implement in 
the interest of students achieving the following learning objectives by their completion 
of the four-year B.A. in Creative Industries: 

1.	 Contribute productively to the operation of Canadian Creative Industries by 
applying a synthesized knowledge of the economic, legal, political, and techno-
logical environments in which they function together with an understanding of 
how these enterprises communicate and how they are managed. 

2.	 Demonstrate an entrepreneurial capacity to engage in independent learning and 
to transform creative ideas into commercial products and services through 
the application of business and management concepts and practices applicable to 
media and cultural production.

3.	 Facilitate the work of artists, writers, designers and media makers by applying an 
integrated knowledge of creative and production processes (both individual and 
system-based) and of funding and investment structures, and by recognizing and 
responding to future challenges and opportunities in their sector.

4.	 Communicate effectively in oral and written formats, using a range of media that 
are widely used in creative enterprises.

5.	 Conduct research relevant to cultural and industry issues, formulating appro-
priate research questions and conceptual frameworks; employing data collection 
techniques and appropriate quantitative and qualitative tools and methodologies

6.	 Implement and manage projects requiring problem solving, team building, negoti-
ating and collaborative work practices.
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7.	 Put to use a range of ICT skills and an understanding of the ways in which emerging 
technologies and applications are reshaping creative and business processes so as 
to assist creative enterprises with recognizing and responding to technological change.

8.	 Integrate aesthetic sensibility with business acumen by applying a critical knowledge 
of the aesthetic, theoretical and historical development of one or more creative 
subsectors to practical realities of production, promotion, distribution and 
consumption.

		  Reflections on the Implementation of the Program
As of publishing (spring 2015), the School of Creative Industries has admitted two 
cohorts and is in the process of doing admissions for its third class. Demand for the 
program was greater than anyone had imaged. With very little brand recognition, out-
reach or publicity, the School of Creative Industries received almost 16 applications 
for every one of its planned 100 places during its first admission cycle in 2013. Even 
after dramatically increasing the size of the first ever cohort, the admission cut off 
average was still very high. The number of applicants have held relatively steady over 
the initial three admission cycles. We have had considerable interest not just from 
students applying out of secondary school systems, but also from students seeking to 
transfer into our program from other programs and institutions. This in spite of the 
fact that in most cases, making that move requires four additional complete years of 
undergraduate education, despite whatever transfer credits can be granted. Overall, 
cut off averages for admission are high and have only increased with each successive 
admission cycle.

We continue to roll out and evaluate the program. Yet, with only two cohorts admitted 
and none graduated, we are conscious of the need to view a larger sample size before 
judging the program’s ultimate impact and delivery. Thus, even in our minds, though 
the early returns are largely positive, the jury is still very much out on the significance 
of our efforts at innovative pedagogy for the creative economy. 

		  Reflections
We would however offer a couple of reflections on some elements of program design 
that have already presented themselves to us as requiring further research and 
consideration.

In the first place, it has become clear that many students- even the high achieving, 
highly motivated students such as the ones we are attracting- struggle to conceive 
of the soft skills that are associated with developing talent for the creative economy 
(entrepreneurial thinking, innovation, strategic management of portfolio careers, 
etc.) as ‘hands on’ skills. We have learned from experience that education for the cre-
ative economy needs to not only address these new competencies, but provide a form 
of pedagogical scaffolding that reinforces not only their value, but their very status as 
portable, in demand talents. We need to not only teach the creative economy, we need 
to teach learning in the creative economy in parallel.

Secondly, we continue to reflect on the question of how to set the admission requirements 
for our BA in Creative Industries. At present we only consider marks. Yet, we regularly 
hear from and meet exceptional young people who have performing or design careers, 
or who have been involved in start-up Creative Industry ventures, who clearly have 
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a great deal to contribute to our program and potential to assume leadership of  
the Creative Industries in Toronto and beyond, but who don’t meet our ratified marks 
cut off levels.

At the same time, we also recognize that the marks only criteria lets in other students 
who, in spite of their high marks, might not—for various reasons- be candidates 
to succeed long term in the highly competitive, emotionally taxing and entirely self-
driven careers that define working in many Creative Industries. As we have discussed, 
we try to effectively straddle the lines between the creative side of our professional pro-
gram partners and the critical thinking, communication and analytical skills developed 
in more traditionally academic B.A. programs in every respect. 

Where admissions are concerned, we have thus far come down squarely on the side 
of the practice of traditional academic programs that look only at marks, consciously 
avoiding the portfolio evaluation that many professional schools in Creative Industries 
subjects undertake as part of their admissions. This preference is born in part of 
convenience, of course. With only a skeleton faculty contingent to work with during 
our start-up phase, ‘marks only’ represents a path of least resistance. But ‘marks only’ 
also represents an epistemological stance at the base of our pedagogical approach, one 
that suggests that post-secondary education for the creative economy requires thinkers 
as well as creators. Admission to this program has, as a result, asked for marks to stand 
in as (an admittedly limited metric for) evidence of thinking at the expense of evidence 
of creating. 

As our program roles out, we are pushing these and other questions about best prac-
tice for post-secondary education for the creative economy as suggestions for further 
research and discussion, in part to reflect further on our own experiences, but also in 
the hope of contributing to the development of a global network of institutions and 
instructors committed to the on going innovation of post-secondary education for the 
creative economy. The aim of this chapter has been to offer a reflexive account of the 
design and roll out of Ryerson’s School of Creative Industries. We hope that its publica-
tion diminishes, even slightly, the extent to which other institutions considering plan-
ning new academic programs or revising existing programs feel as though they must 
invent the effort from scratch. After all, as we preach, so should we practice: innova-
tion is an iterative process that is best incubated within a network or community and 
creativity works best as a collaborative process. 

•	 The authors wish to thank Ariella Klein for her research and editing assistance
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Teaching and Learning 
Cultural Entrepreneurship 
humanities in business

		  Abstract
This chapter describes how cultural entrepreneurship is taught at Bocconi University, 
as the result of the development of educational and research activities in the field of 
arts management and cultural policy. In the following paragraphs, the evolution of the 
school positioning in these domains is first described, by highlighting the history, phi-
losophy and unique characteristics of the first program launched, CLEACC and  
the process of legitimization of the leading business school in Italy among practi-
tioners in the arts. We will treat two principles; Liberal Arts for managers (a), 
and the creation of Managers for the arts (b) . The issue of how to teach and learn 
cultural entrepreneurship is then addressed, by discussing the parallel evolution of 
the term amongst practitioners. 

		  Teaching and Researching Arts Management 
Università Bocconi launched a four year degree in Management for the Arts, Culture 
and Communication (CLEACC) in 1999. The school, founded in 1902, is a leading 
university in Italy in management and economic studies. Within the Italian landscape, 
Università Bocconi is characterised by an international vocation and a strong link 
with practitioners; the school started offering career and placement services to its 
students and developed a series of programs with companies well before the other 
universities in Italy, and many students choose to attend Bocconi for its placement 
prospects. According to university statistics, around 95% of graduates are employed 
six months after graduation. Internally, program directors are measured on the perfor-
mances of their students, on their evaluation of the quality of teaching and on students’ 
employability. 

The decision to offer a degree in arts management came after a long internal debate. 
At that time, cultural institutions were mostly financed exclusively with public funds 
and managed by the Government; in 1992 the first law was approved allowing the 
Ministry of culture to outsource to private enterprises the management of the so called 
‘ancillary services’ (bookshops, cafeterias, audio guides and so on). In 1999, the 14 opera 
houses, which were part of the State administration, were transformed into foundations. 
No museum or theatre director in Italy had an economic background at the time and 
often even people in administrative positions did not hold a degree in management. 
The overall perception among practitioners in cultural organisations was that art 
is a sort of ‘zona franca’ in which market logic does not apply; the community of art  
scholars and practitioners resisted to the presence of managers in the arts and in 
cultural institutions.

Part of the faculty acknowledged that a need existed for graduates in arts management, 
but feared the very limited size of the job market. The job market in cultural institu-
tions is very peculiar, particularly in Italy: entry is limited, stability of employment is 

Paola Dubini
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Teaching and Learning Cultural Entrepreneurship
Humanities in Business

hard to reach, and a graduate in business administration is typically not a choice in 
job postings of theatres or museums. The salary is low, compared with consulting or 
investment banking. 

		  Profession and Vocation
Part of the faculty felt that Bocconi, as a leading university specialised in economics 
and management should contribute to the managerialisation of cultural institutions 
in Italy, by adapting tools and theories developed for manufacturing and service firms 
to cultural settings. The curriculum should focus on management and economics and 
courses should involve testimonials and discuss cases from cultural industries and 
institutions; in order to overcome the limited size of job market, different industries 
should be taken into consideration, from visual arts, to performing arts, media, tourism, 
fashion and design. Thus the appropriate name would be management of the arts, culture 
and communication.

Another part of the faculty considered arts as a form of knowledge and looked for 
a program addressing contemporary economic and cultural challenges to ‘restore 
the cultural dimension of societies that are too often represented simply as economies and 
to restore the calculative dimension to societies that are too often simply portrayed as  
solidarities’ (Appadurai 1986: 12). A program in management and economics for  
the arts should thus take arts as a reference to build an economy supportive to arts, 
instead of transforming arts into products or services and artists into brands. The program 
should include liberal arts into the curriculum and explicitly address the often prob-
lematic relationship between markets and society. Although the curriculum would be 
particularly suitable for managers willing to work in specific industries and business 
contexts, the program should not be designed as a vocational course. The experience 
of art should give a possibility to modify our view on the economy and to open up 
opportunities for research, innovation, and experimentation. 

Eventually, CLEACC was launched in the academic year of 1999 -2000: its name was 
management and economics FOR the arts, culture and communication. Although 
the name of the program stated the decision of a more challenging positioning for 
Bocconi, the tension between these two views has not been fully resolved, has been 
made explicit and is a constant element of discussion within the faculty, between faculty 
and students and among students. It is precisely this not fully resolved tension that 
makes the program highly innovative and unique. 

Since its start up, the curriculum has been designed around the two following and 
complementary principles:

	 -	 Liberal arts and humanities or managers. Any manager should have liberal  
		  arts as part of her curriculum in management, no matter which professional  
		  choice she will undertake in the future. Notwithstanding the generic assumption  
		  that a varied background is important in any profession, humanities are a fun- 
		  damental component of a managerial education, as it is accounting, statistics,  
		  marketing or law. Managers are no longer asked to be just technocrats,  
		  and the capability to play the multiple tasks theorized by Mintzberg (1973)  
		  seems inadequate to face the increased diversity and instability of the envi- 
		  ronment in which managers and enterprises operate. Ability to discern, to assume  
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		  different perspectives, to critically reconcile often conflicting points of view  
		  are crucial competences that require ability to listen, to master different  
		  scientific languages and methods. Liberal arts and humanities in a manage- 
		  ment curriculum remind us that enterprises, public organizations, not-for-profit  
		  companies are run by people and offer product and services targeted to satisfy  
		  people’s needs. Humanities complement a traditional curriculum in management  
		  by pushing critical thinking; liberal arts open up to different theories and  
		  research methods to prepare managers able to accept ambiguities and com- 
		  plexities intrinsic to the current social cultural and economic world, while  
		  at the same time technically well prepared from a quantitative standpoint and  
		  able to master the ‘typical toolbox’ of business schools graduates.
	 -	 Managers for the arts. Students interested in the arts and in cultural organ- 
		  isations as a potential career opportunity as managers or entrepreneurs  
		  should be aware of the specificities of these domains , so as to get ready early  
		  on to develop necessary and complementary skills. Unlike disciplines like  
		  medicine, hard sciences or some vocational topics, management and economics  
		  are typically not a degree students and their families choose as they have  
		  a specific intellectual curiosity or passion. Cultural institutions, not for profit  
		  organizations and the so called ‘CREATIVE INDUSTRIES’ (which are often put  
		  in the same category as cultural organizations in spite of significant differences)  
		  seem to be an exception, for their glamorous aura and because arts are often  
		  part of interests, hobbies or passions at a young age. This is particularly true  
		  in countries – like Italy – where arts and heritage are often mentioned as  
		  a distinctive feature of the economy and their institutions are surrounded by  
		  a Bourdieu-like aura of charm and elitism (Bourdieu, 1984). In fact, they are  
		  complex organizations whose sustainability requires solid management skills,  
		  as the ‘degrees of freedom’ for managerial action are limited; as an undergraduate  
		  degree in management, CLEACC should be instrumental to self-select students  
		  for graduate studies in arts management and encourage those interested in  
		  investing in the field. 
 
A number of implications follow from this positioning. First of all, CLEACC is in 
its structure an undergraduate program in management, compliant with the Italian 
legislation for a curriculum in management studies at undergraduate level, with limited 
differences in the traditional curriculum. Secondly, liberal arts are given equal role to 
economics, management, law and quantitative methods in characterizing the program.  
The true difference in the curriculum from a typical management program at  
the undergraduate level consists of five courses, three of which are compulsory: aesthetics, 
theories and methods in artistic research, and cultural anthropology. The remaining 
two are chosen by the students among ten options ranging from Italian renaissance art, 
to theatre, to design, to public opinion formation, so as to accommodate a wide variety 
of interests. Limited size of classes allows for very interactive sections. 

Over the years, the program has changed, as a consequence of both the reform of 
the Italian academia and to accommodate the evolving needs of the job market. The 
program currently consists of two classes at the undergraduate level (CLEACC – 
a 3 year program), each of approximately 120 students, in Italian, and one class of 
a MSc in Management and Economics in Arts, Culture, Media and Entertainment 
(ACME) in English, attended by nearly 90 students per year. Of particular interest is 
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the modification of the program to take into consideration the emerging issue of 
cultural entrepreneurship. A research centre, ASK (Arts, Science, Knowledge) has been 
launched in 2004 Projects address the transformation of cultural industries and 
the relationship between social technological and market pressures on the sustainability 
of cultural institutions, the interplay between emerging business models and intellec-
tual property regimes. The centre is also in charge of developing new materials to be 
used in class and new forms of reporting research exploring multimedia narratives.

		  CLEACC Students and Graduates
The launch of CLEACC was a tremendous success; students and their families fully 
appreciated the innovative approach of the program. Compared with other Bocconi 
students, students that chose humanities as a mayor in high school were overrepresented, 
as those playing an instrument or dancing at professional level and those who are con-
sumers of cultural goods (visit exhibitions, read, assist to performances go to the movie…). 
Even today, typically students attending CLEACC would not have chosen Economics 
as a degree if it wasn’t for CLEACC and their participation to campus and community 
life is very strong. We owe to CLEACC students the setup of the university radio and 
students web TV.

The broad scope of CLEACC is mirrored in the choices after graduation. Every year 
the program graduates approximately 240 students. As of today there are almost 3.300 
graduates. 25% of graduates choose arts management for their graduate studies, 18% 
management, 18% marketing, 14% international management. 5% stops studying and 
gets a job, 15% splits between master courses in content production, tourism, service or 
fashion management and communication studies. 5% chooses arts; among CLEACC 
graduate there are professional music and jazz players, a composer, several art scholars 
at PhD level. 25% of graduates work abroad. Graduates work in all types of cultural 
and art institutions, private and not for profit entities, big enterprises, financial 
institutions and so. Not surprisingly, while a CLEACC graduate would be considered 
as a Bocconi graduate by any employer in the business community, it would be difficult 
to be hired in a cultural institution with a degree in management and economics other 
than ACME/CLEACC.

An important aspect of the students’ education, often underestimated by the students 
before they come to Bocconi, is the building of a strong peer-community, which is 
particularly relevant for students pursuing an entrepreneurial career in the arts, in arts 
management, in the media or other CLEACC related industries. As a matter of fact, 
although the majority of students is employed in corporations and enterprises, nearly 
15 % are either self-employed or work in corporations in entrepreneurial contexts. 
We feel that this is a quite remarkable percentage, given the young age of the program 
and its graduates.

		  CLEACC Legitimization Process
The world of scholars and practitioners in the arts and within cultural organizations 
is culturally and ideologically very far from a business school; the accreditation of 
the school and of CLEACC among the professional communities in the arts has been 
a long process. In the business and academic communities in Europe and increasingly 
worldwide, Bocconi has a solid reputation as a research university in which quanti-
tative methods are often preferred to ethnographies or case studies. On the contrary, 
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artistic and cultural organizations were unaware of Bocconi and, generally speaking, 
quite suspicious. A series of research projects on the transformation of content industries, 
on heritage and identity, on cultural policies were started, which eventually led to  
the formation of the research centre. Each project involved very prestigious scholars 
from academic institutions specialized in the arts and led to intense and at times 
confrontational conversations. The guiding principle was ‘to put art and the artistic 
processes at the centre ‘. Particular attention was put in choosing the appropriate faculty  
for the liberal arts classes; whenever possible top scholars in their discipline were chosen,  
eager at the same time to develop an ad hoc pedagogical approach. It has been a long pro-
cess of mutual listening and progressive inclusion via joint multidisciplinary research 
and teaching projects. Out of the ten faculty members in the liberal arts faculty, 
only two are permanent Bocconi faculty; three out of ten are ex CLEACC students 
who are respectively a byzantine art historian, a TV author and a jazz musician. 

As in any start-up, the legitimization process was crucial for the sustainability of 
the program (Zimmermann Zelt 2002), and it bounced between the need to conform 
to the expectations of the university on the one hand and to create a common language 
and a mutual level of trust with the community of practitioners and academics in the arts. 

 Of particular difficulty was the breadth of the industries and the variety of related 
policies included in the program. Building an adequate understanding of how orga-
nization works and who are the key-players in a variety of industries in a limited time 
was and is a big challenge. The world of cultural and artistic institutions consists of  
very different industries: museums and opera houses are worlds apart and contemporary  
art museums face different challenges from the big institutions hosting collections 
from the past. Even in the world of cultural industries, schoolbooks are a different 
business than children books, and the two segments have different heroes, players, 
issues. The choice to address several industries was dictated by the need to keep ade-
quate opportunities for placement and long term sustainability to the program.

The faculty started from heritage management and their related policies, and from 
a selected number of content industries and gradually developed relations and under-
standing in different domains, in order to strengthen the quality of the program and to 
broaden placement options for our students. The discipline imposed by the placement 
requirements and the objectively limited absorption capacity by each industry have 
driven a constant attention to the job market dynamics. 

		  From Arts Management to Cultural Entrepreneurship
As a degree in management and economics, the program started with a focus on manage-
ment and policy making. In recent years, though, the need to expose students to 
the challenges and opportunities of entrepreneurial activities and to increase the inter-
national scope of the program has become apparent. The term ‘cultural entrepreneurship’, 
suddenly so popular in public debates after a rather long but limited incubation in 
scholarly works, started circulating among faculty and has been encompassed in 
the last revision of the program, that started with the academic year 2013-14.

The first scholar to explicitly use the term has been di Maggio (1982), to describe the inter-
play between artistic production and financing of the music scene in Boston in 1800. 
The focus in this definition is the pioneering, the entrepreneurial spirit associated with 
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artistic practices, and the need to develop an ecosystem around it, in which production, 
distribution and financial industries converge in sustaining the creation and visibility 
of cultural and artistic outcomes. In the following years, the term has been used by 
scholars of cultural studies and sociologists, as a wide encompassing concept, quite 
ambiguous in its definition (Hirsch & Levin, 1999), at the intersection between social, 
political, artistic and economic spheres. As the term has become popular, it has been 
utilised in a variety of settings, ranging from the utilisation of digital technologies 
to develop start-ups and corporate venturing programs in content industries, events 
management, artistic productions, tourism, to projects targeted to ‘urban cool’ 
audiences, to the development of markets around heritage valorisation. The term is 
also used to describe the transformative capacity of territories and communities by 
cultural and social organizations starting from the valorisation of local identities and 
unique resources. 

The term therefore encompasses initiatives and projects with very diverse governance 
structures and juridical forms: start-ups, not for profit organisations, associations, 
committees, consortia, cultural institutions, B corporations, cooperatives, public private 
partnerships.

In line with its identity CLEACC addresses this field with the ambitious goal to educate 
students ‘for’ entrepreneurship rather than ‘about’ entrepreneurship. As Kirby (2005) 
suggests, entrepreneurship programmes in universities can be categorized as follows: 

	 -	 Entrepreneurship orientation and awareness programmes which focus on  
		  general information about entrepreneurship and encourage participants to think  
		  in terms of entrepreneurship as a career.
	 -	 New enterprise creation programmes designed to develop competences which  
		  lead to self-employment, economic self-sufficiency or employment generation.
	 -	 Programmes which focus on small business survival and growth.
 
We are convinced that the development of an orientation towards entrepreneurship is 
increasingly an important aspect of a curriculum in management. In order to absorb 
the risks associated with the liability of newness, students are encouraged to participate in 
curricular and extracurricular projects, working with and for a selected number of cul-
tural institutions, incubators, start-ups. The effort is oriented towards two directions:

	 -	 as far as the students are concerned, to give them opportunities to experiment  
		  the difficulties associated with entrepreneurial ventures in cultural settings,  
		  while they are still in the protected environment of the university
	 -	 as far as the stakeholder associated with cultural projects are concerned, to offer  
		  them the opportunity to utilize some specialised resources and to get in touch  
		  systematically with important audiences.
 
Class activities explore some of the common challenges that research carried in ASK 
has identified across the variety of situations analysed through case studies and the 
intervention of guest speakers:
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	 -	 How to create and nurture networks of physical and virtual relations, leveraging  
		  on the diffusion of digital platforms. The analysis and the discussions of  
		  the conditions for sustainability of platform based business models on  
		  the web is a very important area on which we are training our students.  
		  Of particular interest is the evolution of platforms associated with storytelling  
		  and audience building. 
	 -	 How to simultaneously mobilize of a variety of stakeholders by cultural projects:  
		  collaborators, clients, audiences, residents, providers of funds. The need for  
		  cultural institutions to simultaneously operate in educational, scientific and  
		  cultural fields (Baia Curioni 2006) forces them to have an articulated value  
		  proposition, no matter how big they are. The effort of consensus and reputation  
		  building is time consuming and relatively resilient.
	 -	 The conditions for sustainability: cultural projects are structurally in disequi- 
		  librium form an economic and often financial point of view. Competition for  
		  public and private funds is increasing and the tension on resources forces  
		  inevitably the development of collaborative relationships at industry and  
		  territorial level.

We are just at the beginning of the process: we have to take into consideration several 
elements at the same time:

	 -	 The need to respect the identity of each institution we deal with; this requires  
		  a mutual investment between the institutions and the university. If the program  
		  has to act as a mediator and a facilitator between students and the institutions,  
		  it has to then educate students to the appreciation of the uniqueness of their  
		  counterparts;
	 -	 The need to be parsimonious. The involvement of students in activities associated  
		  with cultural entrepreneurship is time consuming for them, for faculty and  
		  for the institutions involved. The identification of the ‘rules of the game’  
		  to make the cooperation rewarding for all the parties involved is a process  
		  that is crucial for the success of the operation
	 -	 The scalability of the project. We are currently in the position to offer to a very  
		  small number of students only the possibility to experiment, due to organiza- 
		  tional constraints.

		  Cultural Entrepreneurship
Evidence from companies in the field suggests that curricula should focus on how digital 
technologies transform value creation and value appropriation processes, opening up 
opportunities for start-ups, as well as for corporate venturing programs.

In recent years, however, the term has suddenly become fashionable and is released 
from the sphere of purely academic debates. Inevitably, in the momentum of popularity, 
cultural entrepreneurship has been enriched with new and different rhetorical meanings. 
Some recent definitions have attributed cultural entrepreneurship to build markets 
around cultural institutions, attracting large flows of visitors through cultural initiatives, 
to diversify income sources through diversification of activities (as in the case of 
the organisation of concerts and screenings in a Museum), business development, 
involvement of private sponsors. Currently, the development of studies on innovative 
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start-ups and, in particular, on the one hand, digital, the emergence of hybrid forms of 
social entrepreneurship often linked to initiatives of corporate philanthropy account 
or corporate social responsibility.

The massive operation by the European Community of the term Creative Europe to 
launch invitations Horizon 2020 led to broaden and render even more ambiguous 
entrepreneurship cultural boundaries to include initiatives that characterize the terri-
tories in terms of ‘urban coolness’ (kitchen, design, communication, graphics etc.). 
As these projects for characterizing a high entrepreneurial component and often are 
highly representative of the identity of a specific territory and culture of a community, 
this article focuses on the strictly cultural dimension and interaction between different 
organizational forms that deal with the development of new ways to test, produce and 
disseminate culture and with an important public dimension.
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		  Abstract
Entrepreneurship is by now a well-established educational subject around the globe 
(Fayolle, 2007; Klein 2006). Entrepreneurship has become a strong field of interest 
in the educational area. The subject is taught in several education sectors, ranging 
from business entrepreneurship to social entrepreneurship. Among them also cultural 
entrepreneurship is increasingly gaining popularity as university degrees all around 
the world. Why and how can we improve the traditionally taught entrepreneurship? 
What are the new skills and competencies required by cultural entrepreneurs to cope 
with a globalised and unstable socio-cultural and economic environment? 
This article discusses the Erasmus School of History, Culture and Communication 
(ESHCC) experience, as a reflection on three years of observation and experiences, 
focusing on the innovative approach adopted in comparison to more traditional ways 
of teaching and learning entrepreneurship.

		  Introduction
	 ‘Tell me and I forget, teach me and I may remember, 
	 involve me and I learn.’ 
	 B. Franklin (1706-1790)

Entrepreneurship is by now a well-established educational subject around the globe 
(Fayolle, 2007; Klein 2006). Whether it is instructed in colleges, workshops and seminars, 
or it is ascertained in America or Europe, entrepreneurship has become a strong field 
of interest in the educational area. In several European countries the teaching of entre-
preneurship is seen as a panacea, to actuate the development and innovation of economy 
and wealth. The subject is taught in several education sectors, ranging from business 
entrepreneurship to social entrepreneurship. 
Among them, also cultural entrepreneurship is increasingly gaining popularity as uni-
versity degrees all around the world. Why and how can we improve the traditional 
teaching of entrepreneurship? What are the new skills and competencies required by 
cultural entrepreneurs to cope with a globalised and unstable socio-cultural and eco-
nomic environment? What could be the competitive advantage of this new generation 
of cultural entrepreneurs?

This article is a reflection, based upon the experience of Erasmus School of History, 
Culture and Communication (ESHCC) at the Erasmus University in Rotterdam 
(EUR), in the Netherlands. The EUR has incorporated human sustainability core skills 
and an innovative approach in teaching and learning in its Cultural Entrepreneurship 
course (CE) within the master in Cultural Economics and Entrepreneurship (CEE). 
This article, based on three years observation and experiences, will present the course 

Marilena Vecco
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design and curriculum with its improvements over time and the innovative approach 
adopted. It will be compared to more traditional ways of teaching and learning 
entrepreneurship.

		  Background
The CEE master at ESHCC at Erasmus University is a well appreciated master within 
the arts and cultural management field.1 Cultural Entrepreneurship is a compulsory 
subject within one year master program. The course is related to most of the courses 
taught in the master and well connected in terms of content and learning objectives 
with the other management courses. 

The overall goal of the master is to impart knowledge, understanding and skills in 
the domain of arts and culture studies, in order to allow the graduate to fulfil MA 
level positions at the relevant labour market. They need to develop critical thinking, 
to apply leading theoretical insights, academic discussions and research on cultural 
economics and entrepreneurship vis-à-vis the art world; to contribute and develop an 
academic approach applicable in the cultural sector. The CE course aims to improve 
students’ knowledge on cultural entrepreneurship, the entrepreneurial dimension of 
the cultural sector and the entrepreneurial skills to start up and to foster their entre-
preneurial behaviour within the framework.

The objective is to attract around fifty Master students, attending this course each year. 
Three years ago the design of the course has been drastically changed to meet the challenges 
of the economic and social (recently political) context, moving towards an enterprising 
society. Promoting entrepreneurship among students has become a central issue in  
universities and governments (Fayolle, Redford 2014). Several studies confirmed 
the positive role of universities in developing entrepreneurial intentions and the deter-
minants influencing entrepreneurial behaviour of students (Hofer, 2013; Pickernell et 
al. 2011; CIHE/NCGE/NESTA 2008; GEM, 2007; Fayolle et al. 2006). Within the context 
of a more entrepreneurial society, there is a widespread need and request for innova-
tion and entrepreneurship within the European economy. Moreover, within cultural 
entrepreneurship field in the Netherlands, faced with a recent cut in governmental 
subsidies, different cultural organisations had to develop entrepreneurial activities and 
behaviours to generate additional income.

Within the CEE master there are two different trajectories: cultural economics and 
cultural entrepreneurship. Both are structured around three different aspects: theory, 
applications and skills.

The program should not be confused with a conventional program on cultural 
management. The program puts a great emphasis on innovative theory and original 
empirical research, which is an important aspect of market research, strategic man-
agement, and many entrepreneurial projects.

1Retrieved from http://www.best-masters.com/ranking-master-arts-and-cultural-management.html.: 
2nd ranking in 2015, 1st ranking in 2014 in the category in ‘Arts and Cultural Management’  
(out of 46).
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Moreover, the specific aim of the course is to give to the students the intellectual tools 
to approach the tasks needed, and to provide them insights into the skills and compe-
tences in entrepreneurship in practice through own projects and critical reflections on 
them (projects and students as future entrepreneurs). 

		  The teaching Philosophy applied
Active learning is the goal of the CEE Master, and the core value of our teaching 
philosophy. The main objective in teaching is to support the learning process, by help-
ing students to gain and develop the skills to enhance their active participation in their 
own learning process. This active participation and proactive role can provide sound 
knowledge that will stay with an individual. The CE Course is offering a co-shared 
process, whose results are based on the interaction between teaching and learning.

Accordingly, one of the crucial components within our education is answering the 
question what might learning be? Our philosophy starts with the statement that learn-
ing is a process instead of an activity. This process can be labelled as a construction. 
Adopting the constructivist learning theory, knowledge acquisition is compared to 
a building activity: every person is equipped with more or less basic mental tools and 
skills to make sense of his or her world, by building mental representations of it, creat-
ing knowledge and skills for interacting successfully with and within the society. 

a.	 The first assumption of this approach is that each person is a sort of creative 
builder of his/her own mental environment. We are not passive receivers but 
active builders. By using the knowledge structures and meaningful relation-
ships that we construct in the course of our lives, we are able to produce our 
subjective world-experience representation. 

b.	 Knowledge is a construction, but it needs to be complemented by the ability 
for practical use (cfr. Hymes 1972). The main issue is to create knowledge one 
can use in everyday life as well in the professional field.

 
The CE course pays attention to this specific nature of learning and this concept of 
knowledge, skills and competencies that need to be developed in order to support 
learning as a process. 

Learning – when considered in perspective of life development – is also a process of 
self–creation and re-creation. According to Colebrook (2002), learning is the process 
of becoming-other, of moving beyond the given boundaries of a socially stabilised self: 
‘we are always more than the closed image of the self we take ourselves to be’ (Colebrook, 
2002: 142). In line with Foucault’s (1986) and Kostera’s (2005) perspectives, position 
learning is a path to self-actualisation. The central point here is again the concept of 
process, as Hjorth and Johannisson (2007) stated: ‘…we share with relational construc-
tivists and poststructualists (such as Deleuze) the view that processes make people rather 
than people make processes’ (Hjorth and Johannisson, 2007: 49). The learning itself is 
seen as an entrepreneurial process, because it breaks the given and prescribed patterns and 
boundaries, and creates new self-constructs: new self-other and self-world relations. 
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The CE Course 
The cultural entrepreneurship course (CE) is based on three main concepts: 

a.	 The entrepreneurial process,
b.	 The entrepreneurial behaviour,
c.	 The student’s self-knowledge on his/her own skills and competences in 

entrepreneurial processes.

The model of the entrepreneurial process (Shane, 2003) represents the blueprint for 
the course design (Fig. 1). In fact, the main focus is not on start up a business once 
the student is graduated, but rather on the entrepreneurial behaviour and the under-
standing of entrepreneurial dynamics and processes. Students will be exposed to this 
process of understanding entrepreneurship and will develop a disposition to cultural 
entrepreneurship. The pedagogical dimension of the process is mainly based on 
the constructivist approach and on Kolb’s learning cycle (Fig. 2).

Figure 1 Model of the entrepreneurial process (Source: Shane, 2003: 11)

In Kolb’s experiential learning theory (ELT), the learning is not a circular process but is 
a cycle or spiral where the learner ‘touches all the bases’. In other words, it offers a cycle 
of experiencing, reflecting, thinking, and acting. 

Immediate or concrete experiences lead to observations and reflections. These reflections 
are then assimilated into abstract concepts with implications for action. The person 
can actively test and experiment with these concepts, which in turn enable the creation 
of new experiences. 
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Discovery Opportunity 
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- Industry
- Macro-environment

INDIVIDUAL ATTRIBUTES
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The cycle is structured in four learning stages (which might also be interpreted as 
a ‘training cycle’: 

a.	 Concrete Experience - (CE)
b.	 Reflective Observation - (RO)
c.	 Abstract Conceptualization - (AC) and
d.	 Active Experimentation - (AE) 

Two points have to be stressed. First, often to fully understand the fundamental 
principles, it is required to go through the four stages several times. Second, it is an 
iterative cycle, characterized by a progress in depth into the discerning of the analysed 
problem. Each interaction implies a better and more profound gaining of the concepts. 
Moreover, this model offers both a way to understand individual people’s different 
learning styles, and also an explanation of a cycle of experiential learning for students 
and teachers as well.

Figure 2 Kolb’s learning cycle Source.  Kolb 1984, 2005

This model appears to be suitable for future cultural entrepreneurs, because ‘learning 
to learn’ is an important aspect in their activity. Entrepreneurs are dealing with com-
pletely new business concepts without any specific external guidelines. Learning by 
doing, by experimenting and by interacting with their environment is the most rele-
vant tool to develop entrepreneurial knowledge and experience. The central concept 
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of entrepreneurship education is to support students learning experiences through 
different learning models (‘learning by doing’; ‘project learning’, ‘problem based learning’, 
‘action learning’, etc.).

		  Learning Objectives
It is our perspective that the teaching activity has to support the student learning process 
of the fundamental content of the courses we offer. Yet, it also has to contribute to long 
term objectives. Moreover, students have to understand the relevance of being auton-
omous; they have to play an active role in their own learning process. By this ‘active’ 
engagement, students will be able to develop the lifelong learning skills needed to cope 
with progress in management and entrepreneurship practice. Our goal is to create 
the context to support this process. To make clearer the bridge between the theory and 
the applications, we often use professional experiences taken from the real world.  
In addition, we refer to current research projects. Students are invited to start the process 
to be able to master the main concepts and develop connections among the different 
perspectives. Passive knowledge will not suffice: students have to gain an understanding 
of the main concepts, and to be able to explain them to their peers. 

Since students need to develop their business skills and process understanding, 
additional attention is given to the development of their entrepreneurial skills and 
behaviour. This means introducing specific topics and activities promoting a growing 
awareness and characteristic behaviour of the entrepreneur. In designing the learning 
objectives of the CE course, a number of sources are used; such as Hisrich and Peters’ 
three categories of entrepreneurial skills (1998) (technical skills; business management 
skills and personal entrepreneurial skills); Ray’s taxonomy of entrepreneurial needs 
(1997) (table 1). 

Communication skills (especially persuasion)

Creativity skills

Critical thinking 

assessment skills

leadership skills

negotiation skills

problem-solving skills

social networking skills

time management skills

Table 1 Learning objectives: Ray’s taxonomy of entrepreneurial needs (1997)

		  Course Description
The target group is represented by around fifty CEE master Dutch and international 
students each year. The use of active teaching methods and the involvement of students in 
the classroom work (setting to ‘learning to learn cultural entrepreneurship’) is supported 
by two small working groups (25 students). Each class offers the following components:
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	 -	 Interactive lectures,
	 -	 Principal and small group discussion,
	 -	 Game play or computer based simulation Case study discussion or guest  
		  lecture (experienced cultural entrepreneurs are invited to speak about  
		  their successful and failed experiences, and challenges in starting and running  
		  their businesses). 

The goal of the lectures is twofold: to raise student’s awareness, and provide knowledge 
on the theoretical side of cultural entrepreneurship, business administration (a), and 
to consult students on business planning and writing business plans (b). 

The students’ individual readings of literature, as well as of case studies, offers a prepa-
ration to each plenary session, together with a mandatory study of articles during 
the lectures. After two sessions students groups will be actively involved in the com-
position of a business plan of a new creative and/or innovative cultural business. 
They will be expected to apply the notions and concepts of each lecture, and to hand 
in the part of the business plan relating to the lecture subject a week after. 

Since the self-knowledge is a central topic of this course, starting from week 3 until 
week 6 students have to complete four online tests (one per week). The results of these 
tests will be part of the student development portfolio and be discussed during lecture 8. 
Then, students will elaborate on these results themselves and use the first and the last 
self-assessment tests (week 1 and week 8) to write their development portfolio of skills 
and competences.

This development portfolio is an essay, reflecting on test results, course material, 
connecting class theory and concepts with personal experience. Students are expected 
to state their future entrepreneurial goal, and analyse their knowledge and capability 
of cultural entrepreneurship competences discussed in this course to achieve it. 
They are expected to assess their competences and human skills as well as the process 
they did to acquire and/or develop them, using proper examples from their work com-
pleted in their assignments and class discussions. 

		  The Educational Model used 
The CE course holds three innovative aspects: the topics taught, the teaching methods 
and the design entrepreneurial behaviour, process and person-centred process (see above).

The course covers the main entrepreneurial topics in terms of technical, business man-
agement and personal entrepreneurial skills, focusing on the concept of human  
sustainability and core skills recognized as relevant skills for the entrepreneurs in  
the 21st century (Hovanessian, Vecco, 2014; Dede 2009). In the past entrepreneurial 
education focused on the students’ goals, plans, actions and strategies. , ‘Deeper personal 
processes such as emotions, assumptions, cultural paradigms, which makes all those plans 
and strategies to succeed or fail were not discussed’ (Hovanessian, Vecco, 2014: 81). 
As affirmed by Carrier (2007), still a lot of entrepreneurship programmes are using 
traditional strategies and tools for teaching entrepreneurship. However these models 
of teaching provided mechanics of business to ‘students ignoring the person who runs 
the business, the entrepreneur.’ The goal is to develop in students the attributes and 
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behaviour of the entrepreneurial person which are sustainable in the medium and long 
term’ (ivi: 82). As Ray stated (1997): ‘The skills traditionally taught in business schools 
are essential but not sufficient to make successful entrepreneur’. 

Teaching methods utilized in entrepreneurship education vary (see table 3). The CE course 
doesn’t adhere to the traditional classroom teaching. It combines traditional methods 
(lecture, seminars, case study BP, discussion groups) with some more innovative ones 
(computer based simulation, games and development portfolio), in order to show 
the variety of skills that have to be trained and/or developed. 

The educational model used is a blended learning, to afford each student a more 
personalized learning experience, meaning increased student control over the time, 
place, path, and/or pace of his/her learning (Bonk, Graham, 2006). Within this blended 
learning we combine:

	 -	 Building a Business Plan which is used to establish a connection with the real world;
	 -	 Case studies which relate theory and practice, supporting analysis and critical  
		  thinking as well handling assumptions and inferences to make decisions,  
		  all relevant entrepreneurial skills;
	 -	 Computer-based simulation games, which embody the main entrepreneurial  
		  skills (seeking opportunity, solving problems creatively, persuading, negotiating  
		  a deal successfully, taking decision);
	 -	 Dragon’s Den, organised to create a more competitive and entrepreneurial  
		  environment. Each student group will pitch their business concept in front of  
		  (potential) investors. The best group will receive a symbolic award.

		  Looking Back: Three Years of Experience
In our master education the goal is to create a student-centred environment. Students 
have to learn cultural economics and entrepreneurship actively rather than passively, 
which means they have to participate. Skills like critical and creative thinking, entre-
preneurial skills are central to our master philosophy.

During these three years we observed that students are sceptical about the develop-
ment portfolio assignment. As a facilitator, we show the relevance of this assignment 
and its difficulty, because they have to apply their critical skills and evaluate their 
learning process in order to be constructive to improve in the future. In this course we 
try to relativize the concept of success and stress the relevance of a failure, as a moment 
within the entrepreneur’s learning process. In our CE class on entrepreneurial skills 
our educational motto is: ‘Make sure people learn and grow from mistakes and that they 
share this learning. But don’t accept that the same mistake is made twice. Make it clear, 
the rule is: Only make new mistakes’ (P. Dourando). 

Within the CEE master in average 65% of the students are international from other 
European or extra European countries. This cultural diversity may imply some difficul-
ties in levering students thinking and learning. We always try to show the relevance of 
this cultural diversity and its positive impact on their learning trajectory. More attention 
to selection of the students with the right attitudes would seem to be appropriate. 
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Not only motivation letter has to be mandatory, but also personality test, face-to-face 
interviews may be adopted to evaluate the applicants. To ensure entrepreneurial attitudes 
among the students comprehensive interview process might be applicable.

At present, the EUR master is working on expanding and improving the management/
entrepreneurship and leadership trajectories at an international level. The main idea is 
to strengthen the expertise in management of creativity and cultural entrepreneurship, 
financing, philanthropy, cultural project management, promotion and arts and culture 
marketing. Moreover, the master is developing some collaborations with other univer-
sities in order to develop a new master program. In future, the CEE master may introduce 
some labs to develop further the skills dimension of the master and new courses focusing 
on specific segments of the cultural sector. 

Within the CE course we are facing different challenges: to have a well-balanced 
blended learning model, able to motivate and involve students over the whole master, 
to develop entrepreneurial projects with Fine arts universities and the Conservatory 
of Music student. At present, the course includes the main topics associated with the 
early stage of an enterprise. Yet, no room is devoted to the topics covering later phases. 
The later stages of an enterprise are relevant to assure enterprise and entrepreneur’s 
sustainability as well. The experiences collected lead to additional questions. How can 
academia be updated, and reflect in its courses what is going on in the cultural entre-
preneurial sector. Or, how to understand and strengthen the relationship between 
cultural entrepreneurship research and practice?
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		  abstract	
This article describes a Cultural Entrepreneurship course offered within a graduate 
arts administration program. The course educates students to think in entrepreneurial 
ways, and to apply newly acquired skills to put ideas into action. The article proposes 
a working definition of cultural entrepreneurship and introduces two tools designed 
for this class: 

a.	 The CIIP Personal Inventory tool allows students to assess their professional 
motivations by defining their Care/Idea/Interest/Passion

b.	 The 4V Model assesses creative business endeavours by reviewing four attributes: 
Vision, Venture, Viability, Vitality.

 
The article outlines four core components: Self-Reflection, Assessment, Spotlight and 
Action, and provides examples of interactive activities and case studies. 

		  Introduction
	 When Mara was three years old, her grandmother took her to see 
The Nutcracker ballet. Mara was transported by the magic that unfolded on stage, 
and it sparked her life-long interest in the arts. In college, Mara studied theatre perfor-
mance but discovered her true passion was arts management and decided to enrol in 
a master’s degree program in Arts Administration. In her last year of graduate school, 
Mara signed up for Cultural Entrepreneurship, a course designed to introduce the creative 
economy and teach entrepreneurial skills to arts professionals. In the class, she assessed 
her management and personal skills, identified her passion, interviewed the executive 
director at a theatre venue and designed a social networking website for theatre artists 
that addressed an issue raised in her interview.

	 After graduation, a position became available at the same local 
theatre and Mara immediately applied. During her interview she shared her website 
concept designed in the Cultural Entrepreneurship class. From a pool of hundreds of 
qualified candidates, Mara established herself as an innovative thinker and was hired for 
her ‘dream job’.

Mara applied the skills she learned in her Cultural Entrepreneurship class — developing 
an entrepreneurial mind-set, building a personal network, and seizing opportunities — 
to succeed in a competitive job market. 

As universities and colleges in the United States evaluate the best ways to educate and 
prepare students for the 21st century, arts and cultural entrepreneurship courses and 
programs continue to emerge. Despite increased offerings, there is confusion about 
how to teach students the tools and techniques used by cultural entrepreneurs to create 

Jeannette Guillemin 
Wendy Swart Grossman
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and sustain cultural projects (Beckman, 2007). Addressing this concern, this article 
outlines the creation of a Cultural Entrepreneurship course, firmly rooted in real world 
experiences and taught in Boston University’s graduate Arts Administration program. 
The course explores the dynamism of this emerging field while providing students 
with practical skills that enable them to translate ideas into action. In the class, entre-
preneurial thinking is modelled and students are introduced to tools and methods for 
identifying innovative initiatives in the for-profit, non-profit, and public sectors.

Limited public financial support and increased competition within the culture sector 
require non-profit arts organizations to find better ways to secure stable funding and 
attract audiences. Simultaneously, technological advances have enabled many new 
ways to experience and participate in arts and culture, expanding the possibilities for 
artists and arts administrators to engage in the arts beyond the scope of traditional 
cultural organizations (i.e. museums, concert halls, theatres, and galleries). New tech-
nologies have lowered barriers to entry, reduced start-up costs, and created opportu-
nities for cultural entrepreneurs to reach a global audience.

By studying cultural entrepreneurship, arts administration students acquire the tools 
and confidence to market themselves to established arts organizations that seek creative 
thinkers who can bridge old and new technologies. In addition, it also teaches students 
how to create their own opportunities, such as working as solo practitioners or found-
ers of start-up for-profit and non-profit enterprises. In our course, students are encour-
aged to explore all these possibilities and develop projects to further their interests using 
tools we outline in this chapter.

		  Cultural Entrepreneurship Definition  
		  and Course Research
Cultural entrepreneurship is a term with a wide range of definitions. While many defi-
nitions focus on the ability of cultural capital to create financial, social and artistic 
value (Loy, 2015; Bilton, 2010; Rae, 2005)., there are other definitions that emphasize 
cultural entrepreneurship as the ability to change belief systems and shift Culture on 
a grand scale (Martin & Witter, 2011; Mokyr, 2013). After introducing our students to 
this range of perspectives, and we then established a specific definition for the purposes 
of our course. While the concept of social responsibility does not necessarily apply to 
all creative industries, we made the decision to incorporate it into our class definition. 
By doing so, we attempted to differentiate cultural entrepreneurship from standard 
business entrepreneurship. Whereas business entrepreneurs are motivated by finan-
cial gain, cultural entrepreneurs are more apt to be intrinsically motivated, seeking 
meaning and purpose in addition the financial gain. (Bilton, 2010; Bridgstock, 2012, 
Klamer, 1996). 

The course thus embraces a definition of Cultural Entrepreneurship as the capacity to 
leverage cultural products and services at the intersection of arts & culture and business 
& technology in a socially responsible and financially sustainable way (figure 1).
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ARTS & CULTURE BUSINESS & 
TECHNOLOGY

SOCIAL & 
CULTURAL IMPACT

CULTURAL 
ENTREPRENEURSHIP

Figure 1 Cultural Entrepreneurship Definition

In our class, when we refer to culture, we emphasize the creative industries; advertising, 
architecture, art and antiques markets, craft s, design, fashion, fi lm and video, food, 
music, performing arts, publishing, television and radio (Howkins, 2007). We also 
model an entrepreneurial mind-set that includes innovative thinking, risk-taking and 
the ability to generate opportunities.

It was helpful to categorize cultural entrepreneurs into three distinct levels of infl uence: 

1. Th e individual independent artist who takes on risk and fi nds entrepreneurial 
ways to fi nancially support him/herself; 

2. Entrepreneurs, sometimes referred to as intrapreneurs, working in the creative 
industries operating within the creative economy

3. Impact entrepreneurs who are shift ing belief systems on a grand scale. 

Several authors provide a valuable context for the role of creative professionals 
in the 21st century. According to Pink (2005)., ‘We are moving from an economy and 
a society built on the logical, linear, computer-like capabilities of the Information Age to 
an economy and a society built on the inventive, empathetic, big-picture capabilities of 
what’s rising in its place, the Conceptual Age’ (p. 1). Th e research of Gardner (2006) 
and Zhao (2012) also argue that individual creativity will drive the success of future 
societies. With this framework in mind, we asserted that Pink described an age where 
creative or cultural entrepreneurs would thrive.

We found Howkins’s (2007) writing on creative industries, Ries’s (2011) work on lean 
start-up business strategies and Bornstein & Davis’s (2010) research on social entre-
preneurship to provide a diverse yet complementary framework for our course 
development. Howkins research highlighted the relationship between creativity and 
economics for value creation and deepened our understanding of the increasing 
relevance of the creative economy. Ries’s outline of the lean start-up model - defi ned 
as a ‘build-measure-learn feedback loop’ to quickly transform ideas into products 
and services - helped us understand the entrepreneurial mind-set and informed our 
approach to teaching in an entrepreneurial way. Bornstein and Davis addressed 
the importance of how entrepreneurial ventures addressed problems in unique ways 
to promote a social good (arts and culture, in our case) as opposed to having a singular 



245Cultural Entrepreneurship in Theory, Pedagogy and Practice

C
A

S
E

S

Teaching Cultural Entrepreneurship in an Engaging, Strategic and Useful Way 
Notes from the Field

focus on financial gain. We embrace the idea that everyone can be a change maker, 
and assigned readings on social entrepreneurship to establish a historical context for 
melding a social mission with business practices (Drayton, 2006). 

Finally, we designed our curriculum to serve arts administration students, many who 
aspire to work in established cultural organizations. Our goal is to help students 
recognize their potential to bring a vision to life and to think in inventive ways whether 
working within an institution or independently. By providing a broad understanding 
of this emerging field, facilitating the process of self-discovery and promoting an 
entrepreneurial mind-set, we attempted to empower students to chart a unique and 
self-directed professional path while remaining true to their values and aspirations.

		  Course Structure
The Cultural Entrepreneurship class [MET AR 789] runs during Boston University’s 
Summer Session and meets for eleven three and a half hour class sessions. The enrol-
ment limit is 25 and most students have some work experience and hold undergraduate 
degrees in music, theatre and visual arts. We designed each class to include a lecture,  
a student-led homework review, an interactive activity and student spotlight presen-
tations. In addition to active class participation, students were graded on three articles, 
the development of a business proposal, a five-minute pitch regarding their entrepre-
neurial initiative and a final prospectus.

Our course emphasizes four key core components: A. Self-Reflection B. Assessment C. 
Spotlights and D. Action. Career development theorists emphasize the importance of 
Self-Reflection as a way to achieve career success (Super, 1983; Bandura, 1978), offering 
a foundation for the other three components. By developing an entrepreneurial iden-
tity, (Rae, 2005) students can begin to see their potential to translate ideas into Action. 
Assessment and Spotlight components provide students a chance to research and evaluate 
organizations that are working in their area of interest. Our emphasis on four core 
components is supported by the research of Ruth Bridgstock (2012) who writes about 
entrepreneurship and career development in higher education. 

In each section below we outline the course objective, introduce tools we designed and 
give examples of interactive activities and case studies.

A.	 Self-reflection
Course Objective. Develop a better understanding of individual strengths to 
assess the best role for each student in the cultural entrepreneurship field - be it 
as change agent, entrepreneur, intrapreneur, founder, supporter, thought partner, 
mobilizer, and administrator.

Values Assessment. As highlighted in many of our readings, self-awareness is 
essential to finding a well-suited and meaningful professional path and to sourcing 
one’s strengths, weaknesses and competencies. The course engages students in 
a process of self-reflection through personal inquiry, value and skills assessment.

Two weeks before the class begins, students receive a short video introducing the 
class and an online questionnaire asking about their skills, goals, values and com-
fort level with risk. The introductory iMovie video self-referentially models new 
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approaches to teaching. Most graduate students have never received a video intro-
duction from their professors to any of their classes and thus, we set the stage early 
that the class will be diff erent - more creative, more interactive, more embracing 
of new technology and, we hope, more engaging. Th e questionnaire helps us to 
establish a connection with students before they enter the classroom.

Introducing the CIIP Personal Inventory. Eff ective and successful culture entre-
preneurs need to be fully invested in their ventures. Likewise, students fi rst must 
identify what drives them before they can commit and be fully invested in 
a venture. While some people are issue-driven (world hunger or gun violence)., 
others might be driven by an idea (a new product or a better system for doing 
things)., while still others might have a distinct passion (classical music or dance). 
To facilitate the process of self-exploration, we created a tool to help students 
defi ne their CIIP - Care, Issue, Idea and/or Passion (Figure 2). Th e term CIIP 
provides a quick and easy reference that we use in class and connects to a stu-
dent’s semester-long project. Th e questionnaire challenges students to identify 
their CIIP and fi nd the area or topic to which they are deeply invested. Th eir fi rst 
article assignment is specifi c to exploring their CIIP. Th e process of identifying 
an ultimate value or interest is challenging; some students have one clear answer 
while others fi nd identifying or making choices between their passions diffi  cult. 
Rather than feeling overwhelmed by competing interests or CIIP areas, we chal-
lenge students to fi nd unique intersections between seemingly disparate interests 
that could lead to creative invention. Th is provides fertile ground for entrepre-
neurial and interdisciplinary thinking. In the fi rst article, students are asked how 
their CIIP connects with their professional goals and whether their CIIP could 
translate into a viable business venture or initiative.

Figure 2 The CIIP Personal Inventory

By delving into students’ interests (CIIP) and competencies (skills identifi ed 
through the questionnaire) with the goal of creating an individualized proposed 
business venture, we establish a foundation for a more informed and directed 
professional path.

Interactive Activity: MISSION VS MONEY. Th e classroom is cleared and bright 
yellow duct tape lines the fl oor to create a coordinate grid. Th e y-axis represents 
money and the x-axis represents mission. A series of questions are read to the 
students and they stand and move within the grid based on their values. 
This activity gives students an opportunity to take a literal stand on where they 
are on the mission vs. money continuum. It also allows the students a chance to 
see where their classmates are on the grid and helps to facilitate discussion in 
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order to clarify personal values and priorities around money, work-life balance 
and career choices. The activity visualizes for the students how these values and 
priorities shift and change over time, depending on personal circumstances. As 
part of the activity, we assess comfort level with risk, with money, with taking on 
debt and then evaluate the level of commitment to their CIIP as an entrepreneurial 
venture.

Case Study: SHARON - CIIP Combining Politics and Art. By the age of thirteen, 
Sharon read the news article from cover to cover. She would sit with her parents 
at the kitchen table discussing and debating politics. Sharon also had a strong 
passion for dance. In college she studied business and dance and went on to grad-
uate school to study arts administration. When writing about her CIIP, she talked 
about the critical role both arts and politics play in her life. Through this process, 
she saw a connection. She realized she could advocate for the arts on a national 
level. Her final project for the class was the catalyst she needed to create a web-
site that tracks arts-related legislation in the US Congress. She also made a list of 
US Representatives and Senators voting records specific to the arts. Her project 
involved a lobbying campaign to educate graduate arts administration students 
nationwide about arts policy on the national stage and to encourage tracking of 
elected officials on her website.

B.	 Assessment — The 4V model
Course Objective. Identify the challenges and opportunities that creative profes-
sionals and creative economies face in the rapidly changing world with an emphasis on 
identifying, defining and assessing successful cultural entrepreneurship models.

Referencing back to the definition we set for our class, students collectively iden-
tify the rising leaders at the intersection of arts & culture, business & technology 
and social impact arenas. We challenge our students to identify the ‘gold standard’ in 
cultural entrepreneurship and created the 4V Evaluation Model (Vision, Venture, 
Viability, Vitality) as a lens to use when looking at innovative projects. Each of the 4Vs 
represents a key aspect that entrepreneurial organizations need to address to be 
successful. We use the 4V Model to assess both existing cultural entrepreneurial 
ventures as well as proposed ventures. 

	 VISION	 VENTURE
	
	 -	 Strong leadership by initiator/founder	 -	 Well-defined business model
	 - 	 Clear purpose/mission	 -	 Diversified streams of income
	 -	 Willingness to take on risk to see 	 -	 Builds on partnerships
		  through the initiative	 -	 Identified audience/customer demand
	 -	 Addresses a specific problem	
		  or meets a need

 
	 VIABILITY	 VITALITY
	
	 -	 Offers compeiling story to engage	 -	 Shifts culture or brings about positive
		  and involve audience/customer base		  social or cultural change
	 -	 Effectively implements vision and	 -	 Draws in new audiences to look at things
		  delivers value to audiences/customers		  differently and/or changes behavior
	 -	 Has a sound funding base to drive	 -	 Offers a scalable model
		  the mission	 - 	 Maintains sustainable streams
				    of income	

Figure 3 4V Evaluation Model

4V 
MODEL
GOLD 

STANDARD
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In the course, we read case studies and meet guest speakers from non-profits, 
for-profits and public sector organizations and evaluate their business models with 
our students. We refer to the 4V Model when assessing their programs, rating 
each of the four areas on a scale of 1-10, fully achieved [7-10], partially achieved 
[4-6] and not achieved [0-3]. Some ventures may do well in one or two categories 
while the ‘gold standard’ ventures manage to find success in all four quadrants. 
As students work on their final projects they refer to the 4V Model as an aspi-
rational guideline.

Interactive Activity: STUDENTS AS INVESTORS. During the final presentations, 
each presenter asks his/her fellow classmates to assume various roles from poten-
tial financial investors, to board members, to volunteers, to elected officials. 
Classmates are given plastic coloured chips to distribute to the project(s) that they 
feel will best use their time, money and/or talent, based on the role they assume. 
Students use the 4V Model to assess the strength of project proposals and are 
expected to distribute their chips accordingly.

Case Study: MELINDA – Music and Business. Melinda requested to take Cultural 
Entrepreneurship toward her graduate music degree requirements. Her final project 
was an entrepreneurial initiative to attract future audiences by teaching middle 
school students to understand and appreciate challenging musical compositions 
with the measurable goal of improving math scores. For her final presentation, 
she performed a French horn piece and outlined a partnership with a tutoring 
organization. Applying the 4V Model, Melinda’s classmates rated her initiative 
high on Vision and Venture and lower on Viability and Vitality because her project 
was untested. 

C.	 Spotlight
Course Objective: Explore existing entrepreneurial initiatives in the three sectors 
of our economy (non-profit, for-profit, public) that remain mission-driven and 
incorporate diverse funding streams.

The purpose of the Spotlight core objective is to inform students of innovative 
organizations in their CIIP area and to provide tools for evaluation. Throughout 
the semester, students’ research and report on two entrepreneurial initiatives or 
organizations, spotlighting one in class and adding both to a shared research 
database accessible to all students. Each class presents student-led Spotlights that  
include information about the founder, an overview of the organization’s mission,  
an outline of the business model, and an assessment of funding streams. 
Organizations are assessed in accordance with the 4V Model and discussed and 
debated in class.

Additionally, in their second article, students investigate what it means to be a 
leader within the entrepreneurial initiative/organization relating to their CIIP. 
Students perform a landscape survey to assess existing initiatives and to develop 
ideas on how they can approach their CIIP in new, innovative ways, working 
within an existing organization or creating a new initiative.
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Interactive Activity: PIPE CLEANER PROJECT – Building Prototypes. We define 
creativity by first engaging in the creative process. Small student groups take five 
minutes and use six pipe cleaners to design and create a functional object that 
stands independently and has one moving part. The exercise allows students to 
quickly identify a problem, prototype a product that addresses the problem, 
and pitch the solution. This activity produces remarkable results. Design solutions 
include such objects as cameras, birds that lay eggs and swing sets, and the student 
groups also develop compelling stories about the value and use of the prototype. 
The activity encourages innovation, creative problem-solving and working in 
collaboration.

Case Study: JOE – CIIP and Corresponding Spotlight. Joe, a visual artist, used the 
CIIP process to identify his passions for design and social action. During his Spotlight 
he focused on a company called Beyt by 2b design (http://www.2bdesign.biz) ‘an 
award-winning home décor social enterprise with 100% of its workers coming from 
disabled and/or marginalized backgrounds.’ A certified B corporation, Beyt is a social 
enterprise with a business model that relies on revenues from sales to achieve 
financial sustainability. This Spotlight ranked high in all quadrants of the 4V 
Model as well as introducing Joe to a local business working successfully in 
his CIIP area. 

D. 	 Action
Course Objective: Learn the basic steps necessary to transform an idea into 
action. After completing the two CIIP and landscape survey articles, students take 
action. In the final article, they decide whether they will propose an entrepreneurial 
initiative within a newly discovered organization relating to their CIIP, start an 
independent initiative or, if they are a working professional, propose an initiative 
within their current place of employment. The goal is for students to apply an entre-
preneurial mind-set to a project that also provides long-term, professional benefits. 
The final article includes an outline of a program initiative, its deliverables, a draft 
budget and a timeline for implementation.

The final project must connect to a student’s CIIP and include a completed action 
step toward implementation. Examples include creating a Kickstarter video, 
creating a product prototype, or conducting in-depth market analysis in a stu-
dent’s CIIP arena. By connecting the final project to a student’s CIIP, students 
leverage the class to build their professional network, gain applied skills and gen-
erate their own opportunities. This section of the course includes a teacher-led 
tour of Boston’s Innovation District. Students meet and interact with leaders in 
the community and see first-hand the exciting intersection between arts, com-
merce, innovation and ingenuity within our city. 

Interactive Activity: CIIP CAFÉS. The CIIP Cafés provide time for stu-
dents to discuss their interest and get feedback from classmates about  
a final project proposal. The desks are arranged, face-to-face in one long line in 
the centre of the room. Like speed dating, students are paired, two at a time for 
ten minutes, with five minutes for each student to share his/her CIIP. After ten 
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minutes, students move to the next desk and begin the process again as a new pair. 
Student feedback tells us that this is a highly valuable exercise to communicate 
effectively, to gain new insights and to create new collaborations and partnerships.

Case Study: MOLLY – Eating History. As an undergraduate at Dartmouth, 
Molly studied Art History and possessed a deep appreciation for local historical 
sites. Through the CIIP exploration and spotlight research she hit upon her idea: 
Eating History, a blending of her love of food with architecture and history. H 
er entrepreneurial business was to bring actors into historic restaurants in Boston 
and have them perform period skits between courses, attracting new patrons to  
the restaurant, growing audience appreciation of theatre and illuminating the rich 
history of historic surroundings. For her final presentation she produced high 
quality professionally designed marketing materials and her Action step included 
meeting with a number of local restaurant owners to assess interest, practicality, 
and costs.

		  Conclusion
Although we are educators and practitioners, we approached this class as an entre-
preneurial venture, determined to have our ‘start-up’ succeed. We embraced risk and 
explored new ways of thinking. We pulled in partners to help fill our knowledge gaps 
by inviting in entrepreneurial guest speakers and we made the class highly interactive. 
Using the entrepreneurial model to direct our venture, we consistently updated the course 
based on student feedback and new literature. Like any entrepreneurial endeavour, 
some aspects of the course have worked well while others have not. The strengths 
include the highly interactive nature of the classroom experience, the rich and extensive 
course content, the guest speakers, and the tour of Boston’s Innovation District. 
The challenges for the course reside in the emerging nature of the topic and in  
the limitation of time. 

We’ve received positive feedback about the readings for the class, but we want to con-
tinue to increase scholarly references specific to the field. With such a broad topic, in 
order to maintain focus and clarity, it is critical to resist the temptation of trying to 
cover too much. In one semester, most students cannot realistically take an idea into 
full implementation. We would like to see a follow-up course, specific to supporting 
implementation and follow-through of projects so students can have more time to 
execute their initiatives. 

Finally, while we hope the CIIP and 4V Models will add value to other practitioners, 
they remain untested outside of our course. Because we taught the course with an entre-
preneurial mind-set, we saw the failures as opportunities for improvement. If an inter-
active activity or lecture did not meet our desired results, we would get immediate 
feedback and change it.

In conclusion, we believe that a course in Cultural Entrepreneurship is an essential 
component to any arts-based program. While a cultural entrepreneurship course 
could be approached in many different ways, we found that focusing on four key 
components, Self-Reflection, Assessment, Spotlight and Action, provided an effective 
framework for success. The CIIP, used to deepen self-awareness, and the 4V Model, 
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used for assessment, were both valuable tools for our students. Class evaluations and 
alumni feedback confirm that the class is highly effective at teaching students to think 
with an entrepreneurial mind-set.

Our experience leads us to believe that arts administrators are positioned to combine 
creativity with entrepreneurial thinking for new ventures and established organiza-
tions in the for-profit, non-profit and public sectors. By providing skills and practical 
experiences as part of a graduate education, arts administrators are well positioned 
to play an essential role as cultural entrepreneurs and entrepreneurial thinkers in  
a dynamic 21st century economy.
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		  Abstract
Many graduates of art are forced to start a company nowadays. However, it seems  
that many of the entrepreneurs concerned do not identify themselves as such,  
and as a consequence only by trial and error develop their entrepreneurial activities 
on a more professional level. Hence, it is increasingly important to prepare art students 
for their professional entrepreneurial activities after graduation. Yet it is difficult to 
develop entrepreneurial education in a proper form, within a context that traditionally 
focusses completely on ‘artistic talent development’. 

Herewith we present hands-on experience within the ArtEZ institute of the arts, with 
a minor on creative entrepreneurship the last four years. ArtEZ covers a wide spectrum 
of disciplines in the field of dance, theatre, music, fine arts, design and architecture. 
In our minor, students learn what entrepreneurship means within the field of the arts 
(including applied arts such as product and graphic design) by following an artist they 
admire, and in doing this trying to understand what their business model looks like. 
The article shortly explains the concepts behind the curriculum development, the struc-
ture of the program, and offers a first reflection regarding the results.

		  The changing Field of Art Alumnus
	 Many schools of the arts are having a hard time developing  
a training for their students to become a creative entrepreneur (HBO-raad, 2010). 
On the one hand there are still many teachers who think that one should focus entirely 
on the artistic development, on the other hand many students themselves are only con-
cerned about their possible career prospects at the very end of their studies. In this paper 
we describe our experience with the now four year old minor Creative Entrepreneurship 
that students of all disciplines can follow at ArtEZ.

Nowadays people who graduate from schools of the arts are often forced to start  
a company. In the Netherlands graduated artists often work as an entrepreneur (40%), 
also compared with the average of graduates of other bachelor studies (5%). These per-
centages vary per art discipline. Especially graduates in ‘film and television’ (67%) and 
‘fine arts’ (62%) work as entrepreneurs (HBO-raad, 2010). One of the major problems 
for many of these creative entrepreneurs is that they have to learn to become a business 
professional the hard way. Therefore schools of the arts are expected more and more 
to prepare their students for the way in which they can practice their profession after 
graduation (Danielle Arets et al., 2008). Many of these schools, however, find it hard 
to develop a fitting form of entrepreneurship education and to embed this in training 
courses that are, traditionally, completely focused on artistic talent.

† Dany Jacobs 
Tamara Rookus
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		  Creative Entrepreneurship
We have set up and developed a practical minor in creative entrepreneurship at the 
Institute of the Arts ArtEZ in the last four years. During this minor the students learn 
what it specifically means to be an entrepreneur in the arts - including in applied arts 
such as product and graphic design - and they also learn to write a good paper about it. 

ArtEZ houses a broad spectrum of bachelor and master study programmes in the fine 
arts, fashion, design, architecture, music, dance and drama. With 3000 students it is 
the biggest art institute in the East of the Netherlands with three locations in Arnhem, 
Enschede, and Zwolle. Some programmes, especially those in the performing arts, 
made entrepreneurship a logical part of their training, while other programmes are still 
searching for the right form. Minors at ArtEZ are elective courses in the first semester 
of the third year of the bachelor programmes. The minor Creative Entrepreneurship 
(15 ECTS)1 is developed for bachelor students of all art disciplines what makes creative 
entrepreneurship in theory accessible to all students who still miss this in their own 
training. In reality primarily students from the art and design programmes followed 
the minor. After four year 9% of the total of 32 students who followed the minor 
studies Fine Art, 88% Design and 3% Music.

		  Entrepreneurship; that is not my Concern
Obviously most art students at a school of the arts feel passionate about the profession 
they choose to be trained in. The fact that they will probably become an entrepreneur 
after graduation, is something most students are not engaged in during their training; 
‘it´s a small detail they ignore’ (HBO-raad, 2010). Even if it is mentioned during their 
training, this information is usually very soon forgotten by most students. Therefore 
our biggest challenge was to ensure that students truly experienced and learned what 
their professional life could look like and what they had to do to achieve that goal.

During the years we have observed a change in students at this point. Where the inter-
est among students for the entrepreneurial side of their profession was only moderately 
present in the beginning, we noted a growing interest for this subject in recent years.  
We observed this for example at the increasing amount of students following  
the minor Creative Entrepreneurship (2010/2011: 4 students, 2013/2014: 15 stu-
dents) and alumni following masterclasses on entrepreneurship and business mod-
els (2014: 6 alumni, 2015: 13 alumni). At the Product Design and Graphic Design 
departments the last 5 to 10 years we see an increasing number of students who put 
their business cards at the graduation exhibition and have good working websites. 
We also see changes in the attitude of alumni at ‘Arnhemse Nieuwe’2; a yearly evening 
with live short presentations of the ten best students graduated from ArtEZ Institute 
of the Arts (location Arnhem). The fresh alumni at ‘Arnhemse Nieuwe’ more and more 

1ECTS stands for European Credit Transfer System and is a system in order to compare 
study points in Europe. One ECTS-point stands for 28 hours studying. One study year 

exists of a minimum of 60 ECTS-points. De total course load of a study programme 
exists thus of 1680 hours per study year.

2‘Arnhemse Nieuwe’ means ‘Arnhems New’ and refers to a typical Dutch food delight: 
raw herring which is called ‘Hollandse Nieuwe’ (Hollands New). The ‘Hollandse Nieuwe’ 

season in The Netherlands starts every year in June.
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show an entrepreneurial attitude in the way they present themselves to the public just 
a few months after graduation3. Some have already started their own business, some tell 
the public what (commercial) value they have to offer; others are already able to show 
what position they want to conquer in the creative industries. Untill four or five years 
ago these presentations focussed mainly on the artistic process.		

			   Creative Entrepreneurship: Master-companion
We have set up and developed a practical minor in creative entrepreneurship at 
the Institute of the Arts ArtEZ in the last four years. During this minor the students 
learn what it specifically means to be an entrepreneur in the arts - including in 
applied arts such as product and graphic design - and they also learn to write a good 
paper about it. Basically, students of all ArtEZ courses can take the minor in Creative 
Entrepreneurship (15 ECTS) in their first semester of the third year. It is an elective 
course, which makes creative entrepreneurship accessible to all students that cannot 
find these courses within their own curriculum. 
Rik Wenting (2008) showed that most fashion designers who have a successful business 
had usually worked a while for another successful fashion designer. In other words; 
most successful fashion designers who run their own company first experienced what 
it means to run a fashion company in the fashion industry by actually working in that 
industry at another man’s business. We translated the idea that a look behind the scenes of  
a successful master could be an important first step to become a successful designer 
in the future to the field of entrepreneurship in arts education. That’s why we thought 
it would be a good idea to have students follow the business practice of a colleague as 
closely as possible, and have them analyse this ‘masters’ business and revenue model. 
So students choose one, sometimes two, professionals they admire, who work in 
the same discipline as themselves. 

Ideally, they do this in a small or larger company, which has acquired a good reputa-
tion culturally and is economically successful too. At the Art, Culture and Economy 
research group of ArtEZ Institute of the Arts we call this the ‘double success criterion’ 
(Jacobs 2012/2014). This criterion explains the tension between cultural and eco-
nomic success in creative entrepreneurship. The alacrity to ask and receive money for 
a product or service you deliver as a creative professional is often difficult to manage in 
relation to attain a culturally successful reputation. An important part of the ‘double 
success criterion’ is that a too big pressure on the extrinsic motivation (earning money) 
can damage the intrinsic motivation (creating). Yet, if we talk about successful creative 
entrepreneurship, we need both criteria. In the minor the tension between both criteria 
is addressed in the research to analyse the company’s business model. The students 
do this research based on interviews and orientation days they spend with the profes-
sional. This is how they get a look behind the scenes and get the opportunity to expe-
rience what is needed to run a company as creative professional. They also write  
a report about it. This is done one step at a time, as they write different chapters on 
every important part of the business model.

3‘Arnhemse Nieuwe’ is organized in September since 2006.
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To explain the concept of a business model we use the theory of the Business Model 
Canvas of Alexander Osterwalder and Yves Peigneur (2010). They use the following 
parts to build a complete business model: value proposition, clients, customer relations, 
channels, revenue streams, key activities, key sources, key partners and cost structure. 
These parts form the chapters of the report. In this way the minor is also a good prepa-
ration for their end thesis, which is often part of graduation in the fourth year.

		  Three Learning Tracks
The minor in Creative Entrepreneurship consists of three learning tracks.

1.	 The first track (Master-Companion) is described above and forms the backbone 
of the minor.

2.	 The second consists of supportive lectures in theory and some workshops. They start 
of by learning to understand and use the Business Model Canvas. This model has 
become very popular in recent years, because it provides a good overview of 
a company in a visual way. The very fact that Osterwalder and Pigneur’s book is 
so visual, makes it particularly suitable for art students to study. Our experience 
is that they can handle it quickly and tell about it as if they invented it themselves. 
The Canvas model also helps to analyse the professional’s business model as an 
entity of logically connected components. By using the Canvas model students 
become aware of the mutual influence of the separated parts. Furthermore they 
take a closer look in class at the forces in the field of art in which the artist works, 
the double success criterion, at various forms of innovation, at strategy, branding, 
marketing, and also at legal and administrative matters. 

3.	 The third learning track is focused on the students’ development of vision in rela-
tion to their own professional practice. Students learn to reflect on the research of 
their masters’ professional practice based on their own personal core strengths 
and values. By seriously considering the variety of business models that were 
highlighted during the minor, they learn what they themselves want and what 
suits them. They realise that there is not just one right way, but a multitude of pos-
sible ways to practice art. They also learn to express the vision they have of their 
own professional practice and to give a short presentation about it, a bit like 
an elevator pitch, on which they receive feedback. 

 
The purpose of all these is that they become aware of the need to actively take control 
of their careers. They are supported on this course by guest lecturers who have gained 
their spurs in the world of art. 

In addition to these three learning tracks, excursions are organised to other profes-
sionals where the group as a whole then does an interview. Besides this, students visit 
industrial organisations such as the BNO (Association of Dutch Designers) where they get 
classes on copyright, cooperative working spaces, incubators and production work-
shops such as Vechtclub XL and Kapitaal in Utrecht. Who and what gets visited is 
matched as closely as possible to the art disciplines of the students. This part of  
the minor is very popular every year: 
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	 ‘Exploring locations where you meet people who work as entrepreneurs 
with lots of passion gives me energy’, ‘The excursions give a good insight in the possibilities’  
	 (Rookus, 2014). 

The minor is concluded with on the one hand the aforementioned report on the masters’  
business model and the reflection on their own future, based on this (done individually)  
and on the other hand with a joint final presentation. This final presentation is put 
together, designed and organised independently by the students as they see fit. Students 
are encouraged to organise the final presentation outside the confines of ArtEZ, which 
forces them to adopt an entrepreneurial attitude and put to practice what they have 
learned. They start doubtfully with the organisation as a group. Tasks are divided, 
appointments and deadlines are scheduled, temporary updates take place and all with 
0 Euro budget. In the end they experience what it is to really undertake something to 
show yourself to the world and what the positive effect is if you focus your energy on it. 
‘The final presentation was nice and satisfying’ (Rookus 2014).

		  Students’ Experiences
After they have completed the minor, students often agree that they have acquired 
knowledge and experience that every student who graduates a school of the arts 
should actually have. They indicate that they now have a more concrete idea of what 
life might look like after college and what to expect after graduation. ‘I really knew 
much less about the professional practice than I thought before. I have learnt more than 
I could estimate in advance.’ 

This does not mean that every student is chomping at the bit to actually start a business 
after graduation. To some it became clear, for instance, that they still need to follow 
another master abroad. Others realise that it will be very difficult to make ends meet 
with just their specialty, and that they have to develop a hybrid professional practice 
or initiate crossovers with other disciplines. ‘A world of potential possibilities opened 
up for me.’ 

But there are also students who found out that they already possessed a natural entre-
preneurial attitude and who now have better skills to hone that gift concretely. 
These students are often the ones who teach, sell products, or do paid projects for 
clients when they are still studying. Most students realise that if they really want to 
be able to live off their trade and be successful, they need to develop an enterprising 
attitude towards their work. ‘For me, the threshold for getting started as an entrepreneur 
has been lowered. I even feel like starting off.’ They understand that passion for the job 
is a prerequisite, as long as that passion does not blind them. They have to be able to 
deal with criticism and pick themselves up again after a setback. As an entrepreneur, 
and ideally as a student as well, they should know in which direction they want to go 
and focus on that. In addition to that, they need a clear understanding of their businesses’ 
financial side and they have to be able to think commercially. Otherwise they will not 
be able to carry on in the long run. We observe the latter happening more to artists who 
approach being both an entrepreneur and an artist with less focus and professionalism.
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		  Enriching Interdisciplinarity
As mentioned before, working in an interdisciplinary group sees to it that the students 
get to meet other disciplines of art, often for the first time. This is perceived as a very 
enriching experience. In the evaluation survey students suggest ArtEZ to spend more 
time on interdisciplinairy projects in the study programmes. ‘I have experienced the 
cooperation with students from Product Design as very positive. They were very enthusiast 
and hard workers’ (ArtEZ, 2014). Not only are the various other fields of work discussed, 
but the students really get to know the ins and outs of other disciplines. They for example 
learn the main differences between regular business and revenue models in the work-
ing field of the different disciplines. By comparing the different business models of 
their colleagues’ ‘heroes’ in a practical way, they start to understand the possible diversity 
of these models. On the other hand it is striking how much culture, work attitude and 
mentality differ between the various departments at ArtEZ. During joint assignments 
for the minor, but especially during the preparations for the joint final presentation, 
the students learn to collaborate and communicate with other ‘blood types’. This, of course, 
can be very frustrating for them, but in the best case scenario this irritation later trans-
forms into mutual understanding.

In conclusion, we think we have developed a nice concept and appropriate working 
method to teach art students what it really means to become an entrepreneur and 
experience it first-hand. ‘My expectations are proven: the theory and additional  
knowledge from the master, that’s something valuable I can go on with’ (Rookus, 2014). 
De biggest dispiriting factor for the students was that they had to read some theoretical 
texts about the working field of the arts. Yet, as long as theory is practiced-based and 
in good balance with practical workshops it is better appreciated.

We can well imagine that the approach of this minor, especially the master-companion 
concept, can be used more widely, even outside the school of the arts. We have schools 
in mind that train students to become professionals who, in order to practice their 
profession, have a preference to become entrepreneurs. The fact that a minor takes 
half a year in The Netherlands (albeit at ArtEZ only half that time) makes it possible 
to establish a practical educational project in which the various aspects of entrepre-
neurship and supportive research are discussed. We are quite enthusiastic about this 
working method and even better: so are the students. The material that emerged from 
the student case studies, is very interesting for the Art, Culture and Economy research 
group as well, which also accompanied the minor to gain insight into the business and 
revenue models in various creative sectors.
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Post-scriptum

Dany Jacobs, co-author of 
this article, deceased recently. 

He was the main initiator  
of the minor creative  

entrepreneurship at ArtEZ 
Institute of the Arts, on which 

this article is based.  
His ideas, inspirational vision 
and innovative insights have 

largely contributed to  
the content and development 
of the educational offerings. 

This article is a tribute to  
this man from whom  

the educational community 
has been able to benefit  

so much. The loss is huge.  

Tamara Rookus. March 2015
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neur in heritage conservators

		  Abstract
Museums, archives and other public institutions, which have their own conservation 
laboratories, can only to a limited extent absorb the growing number of graduates of 
conservation studies. As a result, many conservators are forced to launch their own 
business and to offer their services within the market environment. However, during 
their studies, conservators are not taught how to apply marketing and management 
thinking in their future business practice. Which is more, the very nature of conser-
vation services requires training in a complex area of expertise from the services’ pro-
viders and restricts their undertakings by means of the professional norms and ethical 
standards that require rigorous adherence. This is, to a large extent, contradictory to 
the concept of entrepreneurship and the pertinent autonomous, uncontrolled engage-
ment in creative and innovative activities that field necessitates. 

The Masters course Strategies for European Cultural Heritage is an innovative 
extra-occupational program of study offered by the European University Viadrina in 
Frankfurt (Oder), Germany. It is addressed to conservators and other professionals 
who wish to become more successful on the cultural heritage market. The aim of this 
paper is to discuss the curriculum design of the above course with special emphasis on 
how our approach can help turn professional conservators into cultural entrepreneurs.

		  Theoretical Remarks
The researchers in the field of cultural entrepreneurship have so far dedicated little 
attention to the area of cultural heritage preservation. In addition, a look into the extant, 
but scarce, literature unveils that the definitions of heritage entrepreneurship vary 
significantly. While Powell, Thomas and Thomas (2011) define this term in reference 
to heritage-based tourism, Paju (2007) draws attention to the usage capacity of cultural 
(mostly architectural) resources and to its influence on the development of the entre-
preneurial attitude amongst the local business people. Pfeilstetter (2014) proposes 
a totally different, two-sided interpretation of the term heritage entrepreneurship: as (1) 
the construction of cultural heritage (turning cultural elements into cultural heritage) 
and as (2) promotion of cultural heritage. To the authors’ best knowledge, the profes-
sional activity of conservators-restorers has so far not been analysed in terms of heritage 
entrepreneurship.

Now, according to the definition drawn up by the European Confederation of 
Conservator-Restorers’ Organisations (E.C.C.O), a conservator-restorer is ‘a profes-
sional who has the training, knowledge, skills, experience and understanding to act with 
the aim of preserving cultural heritage for the future’1. The principal role of a conserva-
tor-restorer is ‘the preservation of cultural heritage for the benefit of present and future 

Paul Zalewski
Izabella Parowicz

 1Source: http://www.ecco-eu.org/about-e.c.c.o./professional-guidelines.html,  
retrieved on 23rd February 2014.
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generations.’2 Consequently, in their daily practice, a conservator3 is in charge of ‘strategic 
planning; diagnostic examination; the drawing up of conservation plans and treatment 
proposals; preventive conservation; conservation-restoration treatments and documentation 
of observations and any interventions’1. 

In economic terms, conservators are providers of what one calls professional services. 
These services are extremely individualised, as they have to be tailored not only to  
the customers’ expectations, but also to the needs identified in the examination 
of the historical object in question. At the same time, the success of a conservation 
undertaking is strongly determined by the theoretical know-how and performance 
of the conservator in charge. It appears moreover that the general public, including 
owners of historical objects who have never used conservation services, find it difficult 
to fully appreciate their rationale without being exposed to relevant information from 
their providers (Parowicz, 2014). 

The above remark concerning the fact that heritage conservation belongs to profes-
sional services is important in the light of further considerations. It has to be empha-
sized that most authors who deal with the term entrepreneurship consider it in light 
of the work of Schumpeter (1942) who associated it with innovation in any possible 
economic contexts and promoted a radical approach towards old structures, creative 
destruction as he styled it. Now, such an approach would be inconceivable in the case 
of heritage conservators whose concern is to save historical objects from damage. 
As Freidson (2001) emphasises, it is crucial for the work of professional service providers 
to deal with problems with the utmost care; it is not possible to give up their profes-
sional standards and ethical norms and to replace them with a ‘creative destruction’ 
approach. This is why, as Reilhen and Werr (2012) notice, entrepreneurship and profession-
alism are two separate phenomena that, to certain extent, exclude each other and therefore 
they hardly ever interact with each other. 

Many authors however emphasise that entrepreneurship is not necessarily defined by 
creative destruction or about creating something completely new. Rather, it is about 
recognising profitable market opportunities and reacting to the latter accordingly 
(see e.g. Kirzner, 1979; Shane and Venkatamaran, 2000; Hausmann and Heinze, 2014). 
For this purpose, it is helpful to find ways to use existing knowledge and skills to 
innovatively engage customers in the process of value creation (see Drucker, 1993; 
Alvesson, 2004; Malek and Ibach, 2004, Halinen and Jaakkola, 2012). As Mitchell et 
al. (2007) suggest, one of the key factors of successfully merging professionalism and 
entrepreneurship is the motivational disposition of the particular provider of profes-
sional services; they should be in a position to recognize opportunities and to benefit from 
the latter while exploiting their own intellectual know-how and professional potential. 

2Ibidem.

3For simplicity’s sake, the conservators-restorers will be referred  
to as conservators throughout the text of the present work.

4Ibidem.
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		  Professional Opportunities of Conservators
For heritage conservators — the professional ‘doctors’ of damaged historical objects —
there are basically two major possibilities of employment. They can either be employed 
within a larger cultural institution, such as an archive or a museum, or they can offer 
their services within the free market environment (as freelance conservators or within 
a multi-person conservation business entity). There are several factors that may deter-
mine the selection of a given career path. Quite often, it is the personal predisposition 
that is the decisive element; there are conservators who value the sense of stability and job 
security that pertains to being employed at a public institution. Working in a museum 
is also sometimes considered to be a more prestigious career path, as it enables one to 
deal with particularly valuable works of art. Younger conservators may also take this 
opportunity to gain valuable experience when working under the supervision of their 
more proficient colleagues. Such opportunities are less evident in the cases of free-
lance conservators. The latter, however, enjoy more freedom in terms of professional 
independence and flexible working hours. What is more, the reason for which many 
conservators choose this career path is their expectation to generate financial profit. 
Obviously, the latter largely depends on the entrepreneurial skills of the conservator in 
question (Parowicz, 2014). 

Yet, practice shows that in most European countries, few conservators can afford to 
actually choose a type of employment according to their preferences or predispositions. 
Quite the contrary, the number of conservators has been growing continuously, while 
– mostly due to the economic crisis - there are fewer and fewer respective positions 
offered within public, cultural institutions (Kowalski, 2014). As a result, many 
conservators, especially fresh graduates, have no choice but to go freelance and to face 
the challenge of market competition. Those whose respective efforts are insufficiently 
successful or who are still looking for inspiration as to how to reshape their profes-
sional career (as well as those who wish to become more attractive on the conservation 
market), frequently look for additional qualification opportunities. This need becomes 
even more urgent in view of the aforementioned conceptual discrepancies between 
professionalism and entrepreneurship. Conservators are, as a rule, not taught how to 
be entrepreneurial; since it is of utmost priority that they acquire and consequently 
apply complex, multidisciplinary know-how and follow ethical principles and profes-
sional standards in all their work endeavours (see Abbot, 1988. It is the confrontation 
with harsh market rules that leads these professionals to the conviction that gaining 
additional skills is necessary to succeed in terms of their career. Some of them decide 
to apply for the Master’s course Strategies for European Cultural Heritage and become 
our students. 

		  Our Audience
The Master’s course, Strategies for European Cultural Heritage/ Schutz Europäischer 
Kulturgüter, (www.denkmalpflege-viadrina.de) was established in 1999 at the European 
University Viadrina (EUV) in Frankfurt (Oder), within its Faculty of Social and 
Cultural Studies (Chair of Heritage Sciences). EUV is situated on the Polish-German 
border, and the offices of our chair are located on the premises of the Collegium 
Polonicum, on the Polish coast of the Oder river. 
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Our study offer is addressed to representatives of various professions. Applicants 
whose previous career might have been in fields completely different from heritage 
preservation are very welcome, as we appreciate their enthusiasm and willingness to 
create multidisciplinary synergies between their original background and heritage 
preservation. Thus, among our students, there are representatives of numerous fields 
such as architecture, archaeology, but also economic studies, political science or lan-
guage studies, as well as arts and media. The extensive variety of professional perspec-
tives that our students have on heritage preservation frequently leads to interesting 
discussions and exchanges of ideas which, in turn, often result in spectacular projects 
and sustainable cooperation examples (some of which are described below). Figure 1, 
which depicts the overview of the original academic and/or professional background 
of our students within the last six year-groups, reveals that it is predominantly conser-
vators who enrol for our course. Which is more, in the past two years the interest of 
conservators in our course has increased even more.

 
Strategies for European 
Cultural Heritage	 Year of enrolment	 Total

Original background of students	 2009	 2010	 2011	 2012	 2013	 2014	

Aesthetics/Film history	  	 1	  	  	  	  	 1

Archaeology	 1	 1	  	 3	 1	 1	 7

Architecture	 2	 3	 3	 3	 1	  	 12

Archivistics	  	  	  	  	 1	  	 1

Arts (Painting/Sculpture)	  	 1	 1	  	  	  	 2

Communication Studies	  	 2	 1		   	  	 3

Cultural Science	  	 2	  	  	 1	  	 3

Economic Studies	 1	  	 1	 1	 1	 1	 5

European Studies	 1	  	  	  	  	 1	 2

Heritage Administration	  	  	 1	 1	  	  	 2

Heritage Conservation/Restoration	 2	 3	 2	 4	 6	 8	 25

History	 1	  	  	 2	  	 1	 4

History of Arts	 1	  	 3	 3	 2	 5	 14

Intercultural Management	  	  	  	 1	  	  	 1

International Relations				    1			   1

Language Studies	  	  	 1	  	  	 1	 2

Museology	  	 2	 1	  	 1	  	 4

Political Science	  	 1	 1	  	  	  	 2

Soil Science	  	  	 1	  	  	  	 1

Tourism	 1	  	  	  	  	  	 1

Total	 10	 16	 16	 19	 14	 18	 93

Figure 1 The original background of students in the last 6 years. 
Source: The course’s internal statistics

 
When asked about the reasons for our students choosing this particular course, they 
always provide various replies, ranging from personal interest in heritage preservation 
issues to willingness to try something new in life on up to the urgent need to strengthen 
their attractiveness on the employment market. The conservators, as a rule, bring up 
the latter reason; they frequently emphasise the struggle and uncertainty that pertain 
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to their profession and the difficulty of making their ends meet. They also express their 
hope that our course will help them improve their chances of a satisfying career (in terms 
of both activity and remuneration).

		  The Course’s Curriculum
Our study programme is not necessarily an offer aiming to create a completely new job 
profile. Rather, our idea is to help our students build on their original qualifications 
by focusing on entrepreneurial skills and other hands-on competences that are usu-
ally not conveyed within such study courses as conservation, archaeology or even 
architecture. It is not our primary goal to prepare our future graduates for positions 
in public services, but to help them develop their own initiative, independence and 
creativity (Zalewski, 2011). 

This four-semester course is offered in German with a few lectures delivered in English. 
It is composed of seven rather intense modules; each of them is two weeks long. There 
are two modules foreseen in each of the first three semesters. The last module, scheduled 
at the end of the 3rd semester, includes a field trip to a European city or region, selected 
by the students. The 4th semester is dedicated to writing the master’s thesis (see figure 2). 

These modules are intertwined with the independent learning periods during which 
students are meant to accomplish their required study assignments from home, to prepare 
for their exams1 and to work in groups on their study projects. They are also expected 
to accomplish their internship in a cultural heritage institution of their choice. 
This system of study may be hard to reconcile with the professional and familial duties 
of the students, as it requires them to be absent from both work and home for four-
teen days, twice a semester. In our experience, however, we find this very necessary, 
as the students are in a position to get fully immersed in studying, without being too 
frequently distracted by their usual obligations, as is the case with courses organised 
on weekend basis.

1The students are supposed to pass two written examinations in  
Project Management, one written exam in German Heritage Law  

as well as one written exam in International Heritage Law. They are to write  
two term papers, one in Art History, the other in the subject  

of their choice. They are also required to deliver an oral presentation concerning  
current issues pertinent to heritage preservation and society.
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Figure 2 The organisational scheme of the course Strategies 
for European Cultural Heritage

More detailed, our course is structured in the following way:

		  1. Semester
Basic Module 1: This module focuses on the interdisciplinary introduction into various 
fields of heritage preservation. The underlying idea is to provide a common knowl-
edge platform for all students whose original backgrounds significantly vary from each 
other. How cultural heritage is to be dealt with is explained; principles, legal acts, inter-
national conventions and their historical development are discussed. The ultimate 
objective of this module is to convey the significance, the protection requirements and 
the identity-building role of cultural heritage. 

Basic Module 2: In this module, the focus is on conveying methods on academic work 
with primary and secondary sources concerning material and immaterial heritage. 
Moreover, the practical applicability of various instruments and procedures pertinent 
to heritage preservation is presented. The knowledge of how cultural heritage used 
to be dealt with is developed. The students moreover take part in a simulation game 
that helps them understand the roles played by institutional and private actors of any 
heritage conservation endeavour. In this module, the conceptual work on the study 
projects commences. After a brainstorming session, students present their raw ideas, 
and the feasibility thereof is analysed.
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		  2. Semester 
Advanced Module 1. Based on practical examples from various areas (museums, 
heritage sites, archaeological excavations), marketing and management strategies and 
field of actions are presented. This module focuses particularly on methods and strate-
gies of communication with the general public and with the media. The issues of fund-
raising and applying for grants are discussed with particular attention, and students 
take part in pertinent workshops that help them conceptualise the strategy for winning 
funds for study projects

Advanced Module 2. The goal of this module is to analyse the practical applicability 
of the conveyed aspects of heritage preservation, i.a. the cultural, socio-political, legal 
and economic aspects of urban planning, town rehabilitation, cultural landscape care, 
museum and exhibition planning and cultural tourism. The study projects: Analysing 
the progress of works already carried out. 

		  3. Semester 
Project Module 1. The goal of this module is to confront students with the innovative 
methods of dealing with cultural heritage in manageable administration units (town, 
rural district, region) and to discuss the applicability of selected administration and 
management methods. These methods are presented in an international comparison 
by foreign experts working in cultural institutions in i.a. Amsterdam (NL), London (UK), 
Montpellier (FR), Poznań (PL), Sibiu (RO) and Zurich (CH). In addition, this module 
encompasses a seminar on the UNESCO world heritage management. 

Project Module 2. This module focuses on the accomplishment of the study projects. 
Additional time is allocated for working in groups so that these projects can be finalised 
in the near future. The students receive training in soft skills (e.g. rhetoric and commu-
nication) that should further enhance their persuasiveness in their future professional life. 

		  4.Semester 
Final Module. The aim of the Final Module is to reflect upon the competences and 
know-how gained within the whole course. To ensure that this reflection be as practical 
as possible, a multiple day study trip is organised to the European city or region of 
the students’ choice. Finally, the results of their study projects are presented in front of 
the whole year-group. 

		  The study Project as a Crucial Tool in Developing  
		  Entrepreneurial Attitude
Although the study project has been an integral part of the curriculum since its begin-
nings in 1999, relatively less attention was paid in the first few years to actually putting 
the newly acquired marketing or management skills into practice. As a result, a study 
project was often limited to drawing up a concept and presenting its details at the very 
end of the course. 

The obligation to actually deliver a product or a service as a result of the study project 
has been introduced with the change of the chair of the course in 2008. Hence, the study 
project plays a pivotal role throughout the whole curriculum. It has become a key 
field for implementing theoretical knowledge within the self-generated project ideas. 
It is not an easy undertaking and can definitely be referred to as the most challenging 
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component of the whole course. The students have to conceive an idea that is accom-
plishable within 3 semesters, taking into account the necessity to strategically plan all 
the activities that lead to a successful end. They also have to draw up a plan B that can 
be accomplished should any aspect of the original concept fail to work. 

It is important that the students themselves choose the topic of their project, and one 
that is feasible in view of their place of living and their time capacities. The difficulties 
that appear within a given project pertain not only to the feasibility of the ideas 
or the accordance thereof with the needs identified with regard to both heritage and 
society. 

Throughout the whole endeavour, the students are offered assistance from our lecturers 
in the fields of project management, fundraising, grant application, marketing and any 
other field that pertains to the given project. Which is more, the university’s finance 
department assist the students on a regular basis in terms of accountancy and any 
formalities that need to be observed. On the whole, however, the project teams are 
expected to demonstrate their independence, creativity and – last not least – to be 
entrepreneurial, especially in all instances in which things fail to work according to 
the plan.

The entire course design is in line with our understanding of the term entrepreneurship,  
that is, recognizing opportunities and benefitting from them while exploiting one’s own 
intellectual know-how and professional potential (see Mitchell et al., 2007). We offer 
our students an array of lectures and workshops that aim to make them acquainted 
with the theoretical and practical aspects of the management of heritage assets. As 
mentioned above, these skills are, as a rule, completely new to the majority of our students. 
We understand these skills as tools that can greatly contribute to discovering one’s own 
entrepreneurial potential. 

We believe, however, that the entrepreneurial spirit of cultural heritage professionals 
is something that can neither be taught in theory nor can it be actualised, unless it is 
tried in practice. Which is more, the extent and the ways in which this spirit may be 
released depends largely on one’s own professional experience and their knowledge of 
the circumstances that pertain to their field of expertise. 

Nonetheless, the latter factors may also be limiting whenever one does not dare to 
actually try to go beyond their usual way of handling things. Yet, this limitation can be 
overcome when the representatives of various fields, who usually do not collaborate 
with each other in their professional lives, merge their strengths within a project team. 
For the very purpose of identifying and fostering entrepreneurial potential, the study 
project phase of the course is supervised by an experienced, successful entrepreneur 
and practitioner in the field of culture/cultural heritage. The main task of this supervisor 
is to encourage members of the project teams to go beyond their conventional ways 
of thinking or acting while applying their newly acquired management and marketing 
competences. Moreover, it is the responsibility of the supervisor to regularly draw 
the project teams’ attention to the ways in which their own potential can be first iden-
tified and then exploited by means of a creative and fruitful collaboration. 
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Despite this constant support, it is expected that the particular project teams act as 
independently as possible. Hence, an important aspect of the study projects is that 
the team members learn from each other. They can, on the one hand, rely on each 
other’s previous competences, but they also gain a deeper insight and understanding 
for each other’s activities and the pertaining difficulties. Thus, they have the chance 
to discover synergies with representatives of professions with which they have never 
collaborated before. This in turn may further trigger new, innovative business ideas.

		  Content Restrictions
There are practically no restrictions in terms of what can be the subject of a project as 
long as it clearly relates to cultural heritage. From our end, the only indication is that, 
at the end of the project, a product or a service should be delivered. Among the past 
projects, the following ideas have been accomplished:

-	 Chronos Kids (Students Discover Heritage) – a campaign addressed to primary 
school students to stimulate their sensibility towards built monuments in their 
surroundings;

-	 HörMal Frankfurt – professional audio guides for the selected heritage sites in 
Frankfurt (Oder), addressed to children (www.hoermal-frankfurt.de);

-	 Uncomfortable Heritage of Socialism – an international conference aiming to 
compare social acceptance for such heritage in Central and Eastern Europe;

-	 Designing Websites for selected, usually little known heritage sites (e.g. www.kloster-
zurehregottes.de, www.musikheim.net, www.schloss-wildenbruch.de);

-	 Offene Grenzen - (V)erschlossene Orte - a bilingual printed guidebook and app 
on the hidden treasures and peculiarities of Frankfurt (Oder) (DE) and Słubice (PL); 

-	 Bückeberg - an uncomfortable monument - a professional documentary 
dedicated to the contemporary ways of dealing with a site associated with Nazi-
regime (bueckebergfilm.wordpress.com);

-	 Oranjeroute – a travelling exhibition depicting 33 German and Dutch towns that 
were important for the royal House of Orange-Nassau (www.oranjeroute.nl).

 
While the above examples of projects may be referred to as extremely successful or 
even spectacular, there have also been projects carried out with but moderate success 
or, in the worst cases, remained concepts merely written down and never fulfilled. 
The reasons for this might have been of an objective nature, such as withdrawal of 
the project’s external partners. Or from a subjective nature, for instance, whenever 
the team members failed to successfully communicate with each other or to allocate 
their tasks efficiently. Although the results of a study project sometimes appear dis-
appointing, even to the team members, the feedback we usually receive at the end of 
a whole course is that the study project constitutes the course’s greatest educational 
added value, and our students benefit from it most. 

		  Turning students into cultural entrepreneurs
A successful graduate receive 60 ECTS and a MA diploma which enables them to 
apply for a PhD course. In fact some of our graduates eventually decide to go for 
an academic career. Regardless of that, there are the following qualification benefits to 
be derived by the graduates of our course:
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Dare to try! Waking the Entrepreneur 
in Heritage Conservators

-	 Those who continue to work freelance can optimise their activities by means of 
new methods and competences in the fields of project management, marketing 
and public relations;

-	 Thanks to the said competences the graduates can extend their previous activities, 
or launch completely new business ideas. In the latter respect, the graduates 
are supported (also financially) by the university’s agency for business start-ups 
(Zalewski, 2011). 

 
Acknowledging the new qualifications gained, many of our graduates have found 
themselves to be able to find satisfying job positions in various heritage agencies, 
ministries, museums, NGOs and other cultural institutions. For us, however, the most 
rewarding instances have been those in which our graduates actually dared to try. 
They have become more self-confident in terms of their market attractiveness and 
mustered the courage to launch a business. Among the most successful examples, 
the following may be mentioned:

-	 Art Detox GmbH – a company run by two graduates – heritage conservators 
– whose idea was to start offering consulting services with regard to decon-
tamination of historical objects. This idea has proved to be extremely successful 
and received multiple awards as a most creative business start-up in Berlin-
Brandenburg region (www.art-detox.de);

-	 Dobro Kultury – a Polish foundation for the preservation of cultural heritage 
established by 9 graduates (various backgrounds). It has become an important 
actor among the heritage preservation institutions at the Polish-German  
border, specialising mainly in educational and awareness raising activities 
(www.dobrokultury.org);

-	 Kulturerben GbR – a German agency established by 5 graduates (various back-
grounds). Its goals are carrying out projects in the area of heritage preservation 
(management of events, organising workshops, conferences, study tours, writing 
publications and analyses etc.) (www.kulturerben.com).

 
In their professional life, conservators frequently come across various limitations, 
difficulties or even burn-out resulting from high competition, awareness deficits in  
the society, and economic crises that leads to cutting expenses in the field of culture, 
both by public and private bodies. In the 15 years of its existence, our course has 
proved to be a reliable offer that helps conservators and other professionals wishing 
to pursue a career in the field of heritage preservation and to bring out their entrepre-
neurial potential, thus enhancing their chances for professional success. 
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CHALLENGES OF TRANSDISCIPLINARY 
CURRICULA 

		  Abstract
This article presents an ongoing experience at Unisinos, a traditional 30.000-student 
University in Brazil, with the implementation of its School of Creative Industries.  
This School is structured around communication, design and languages and conceived  
of as based on four aspects: centrality of Culture, as a means of producing wealth and 
of belonging; Creativity; Innovation; Entrepreneurship (Guimarães, 2014). 
The implementation of the School has brought a call to its 13 undergraduate courses for 
changing the envisioning of curricula, requiring a professional who is both a specialist and 
a connector. The proposal transdisciplinarity breaks barriers among long-established 
courses and allows fluidity of knowledge. This fluidity has been experienced in different 
scenarios: 1) Students taking educational programs other than the pre-established 
ones, connecting areas to solve situations they experience (Beck, 2010); 2) Professors 
proposing integrative academic activities to gather students from different courses 
who have to bring their specificities to the group working around a given problem;  
3) Use of diverse methodologies, specially Design Thinking (Brown,2009), to find 
solutions to real social problems in diverse communities, and Action Learning 
(Kolb,1984), in which students work collaboratively to find solutions for real clients, 
tutored by Professors coming from diverse areas of expertise. More than only products of 
the School implementation, these initiatives reveal an entrepreneur professor, who has 
become a curricula designer, finding other ways of looking at situations, to understand 
them deeply and thus propose creative, innovative and Culture-sensitive solutions.

		  Introduction
	 Andreia is a Brazilian student who has just finished high school 
and takes a University entrance examination. She passes it and is called to enrol in the course 
she chose. On the day of her enrolment, she receives a list of disciplines she will have to 
take in order to graduate and become a professional in the desired area. All disciplines 
contribute their share to her professional and human development. The majority of 
the disciplines, if not all of them, focus on specific aspects of the chosen area. She will soon 
have nothing than her area of expertise in mind and will focus solely on her career. 

Does this sound as a course of your dreams? Perhaps. While this account describes a tra-
ditional and common profession-focused undergraduate course in Brazil, what we expe-
rience in everyday professional life is more likely to resemble a task-based routine, 
in which our workmates will be defined according to the task we have to solve, as will 
the competences required to do so. Our workmates will probably not be the ones who 
graduated from the same course. This means that experiencing work is constituted of 
interacting and integrating with other areas of expertise. 

In practice, what happens is: students come to us, at University, and ask us if they can 
take a discipline in another area, because there is something (peripherally) related to 
their area that they would like to understand better — and from a different perspective. 

Ana Maria de Mattos Guimarães
Cristiane Schnack
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Take the case of a student of us taking Journalism who asked the coordinator of his 
course if he could take a discipline related to Fashion in another undergrad course. 
Even though this is one case of a student asking permission to take disciplines in other 
courses, this is not the only one — there are several, and the number increases every year. 
Students are looking for connections, for diverse points of view, for transdisciplinarity. 
They understood what is clearly out there, in our professional career: one must establish 
different connections to better understand a problem-solving situation, constituting 
the so-called ‘network society’ (Castells; Cardoso, 2005). This is what enables 
Creativity to flourish. 

Meanwhile, non-governmental institutions, such as UNCTAD, have called artists and 
other creative-economy professionals to, among others, establish partnerships with 
NGO’s and Universities in order to develop and improve their careers. This called was 
made based on the understanding that Universities, for instance, are those institutions 
where there is, by nature and definition, an investment in (human) development and 
which would, then, be naturally able to respond to these professionals’ developmental 
needs. What brings us here, then, is the sharing of an ongoing experience at Unisinos, 
a traditional 30.000-student University in Brazil, with the implementation of its School 
of Creative Industries. This implementation was triggered by the institution itself, 
which, as a Jesuit University, has long established a communitarian perspective on 
education. This means Unisinos has opened itself to local and global configurations, 
which are not only related to Education, but also to Technology, Science and Culture. 
While discussing new possibilities of acting in the educational scenario, Unisinos 
proposes that the areas of expertise it offers be organized around what is at the core of 
each of them. This is when the School of Creative Industries is born, bringing together 
undergraduate courses, graduate programs and extension courses - and this is the start 
of the story being told and shared here. What is being shared are less the results of this 
story than the process itself — and the learnings along the way.

Creative Industries and the way a School of Creative Industries is born
In 2012, forty professors, responding to a University’s call for strategic planning, define 
what would become the School of Creative Industries. Since that time, the University has 
understood that this School would be structured around communication, design and 
languages and based on four aspects: centrality of Culture, as a means of producing wealth 
and of belonging; Creativity; Innovation; and Entrepreneurship (Guimarães, 
2014). Organizing academic doings in terms of Schools appeared as a possibility of 
increasing fluidity of knowledge and experience to take place among the courses 
the University offers.1

What supports the School of Creative Industries and aligns it to the sector of Creative 
Economy/Industry is the understanding that Creative Industry is based on Culture, 
seen as possibilities of human development, as well as on Creativity, languages and 
design. This means that Culture also enhances economic development, fostering 
the development of (economic) activities which rely on cultural expressions, which 
does not deny the importance of Culture as an essentially human expression, and does 
not forget its symbolic importance (BENTZ et al 2013). 

1The other Schools Unisinos has: School of Humanities, School of Health, School of Law,  
School of Management and Business, and Polytechnic School.

Ana Maria de Mattos Guimarães, Cristiane Schnack



273Cultural Entrepreneurship in Theory, Pedagogy and Practice

C
A

S
E

S

Challenges of Transdisciplinary Curricula

Though the sector is yet not well conceptually defined in terms of having a single defi-
nition (UNCTAD, 2010), it has pulled together Creativity, Culture and technology as its 
recurrent defining concepts, and has, at Unisinos, determined the courses which con-
stitute the School. The School of Creative Industries, at Unisinos, is thus constituted 
by the courses directly conceived of as courses dealing with ‘communication’, ‘design’ 
and ‘languages’. There are 13 undergrad courses, 5 Graduate Programs, 9 Specialization 
courses, and 1 MBA. 

The implementation of the School has brought a call to its 13 undergraduate courses 
for changing the envisioning of curricula, requiring a professional who is both a specialist 
and a connector seeker, someone who knows the potential of his/her area of expertise, 
but also understands that connection and transdisciplinarity enhance this expertise 
and make it useful to contemporary needs. The proposal transdisciplinarity breaks 
barriers among long-established courses and allows fluidity of knowledge within 
them. This fluidity has been experienced in different scenarios: 

1.	 Students taking educational programs other than the pre-established ones, con-
necting areas to solve situations they experience (Beck, 2010); 

2.	 Professors proposing integrative academic activities to gather students from dif-
ferent courses who have to bring their specificities to the group working around 
a given problem;

3.	 Use of diverse methodologies, specially Design Thinking (Brown,2009), to find 
solutions to real social problems in diverse communities, and Action Learning 
(Kolb,1984), in which students work in collaboration to find solutions for real cli-
ents, tutored by Professors coming from diverse areas of expertise, and

4.	 Professors and researchers working on a joint venture to propose an MBA which 
reflects the needs and capabilities of the School. These are the initiatives being 
reported on in the following sections.

 
While at an institutional level the creation of the School was achieved on July 2013,  
its (effective) existence only occurred after other achievements were experienced - 
which has already happened. According to Bentz et al (2013), this existence entails a three-
space existence: a) real existence, b) symbolic existence and c) imaginary existence. 

		  The launch of the School
Creative Economy/Industry requires a multidimensional and collaborative approach, 
which is seen as opposite to the configurations of traditional market. Taken to our 
educational level, conceptualizing and conceiving of the School of Creative Industries 
required a ‘joint venture’, one in which professors, researchers, directors and other 
staff came from different areas of expertise and worked together to construct a com-
mon identity, one which would not erase specificities of each area. Throughout several 
months, two groups met on a regular basis. The first worked on the definition of arenas 
of action and planned strategically the way the School would act. This group still meets 
and is formed by the coordinators of the courses which compose the School and other 
invited professors. They have decided both on strategic actions and plans and routine 
activities the School takes part in. 
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The second group was responsible for thinking the moment the School would become 
‘visible’ to the greater audience. In 2013, this group decided, then, that there would be 
an official launch of the School. This launch, firstly proposed by the dean of the School, 
was thought of and planned by a group of professors of different areas of expertise and 
office workers who saw this opportunity as a learning opportunity for everyone. Thus, 
not only did participants learn about the official existence of the School, but also about 
Creative Industry and its potentialities as a sector. The event was divided in two dif-
ferent moments: a first meeting with two key speakers in the area, internationally and 
nationally responsible for implementing and configuring the area. After these talks, 
participants could take part in several workshops, which developed different aspects 
related to the School. Unisinos professors offered the workshops and had, also, 
to learn more about the School, and then plan their contribution to this understanding. 
On the other hand, participants, who were students-to-be, potential students, actual 
students, Unisinos’ staff, partners, media and the general interested public, had the chance 
to have different experiences, through the workshops and the talks, related to  
the School. For some of these, the event represented a possibility of knowing more 
about Unisinos, for others, about Creative Industries and, for most of them, knowing 
more about Creative Industries at Unisinos. 

We can say that, at this institutional level, the wash-back effects we experienced with 
the launch of the School have shown us that this School is not merely an institutional 
and administrative act, but a whole new way of experiencing the University. At the same 
time, however, it has also given us an idea of how many challenges we would face while 
integrating areas and inviting people to leave their comfort zone. 

After this first event, the group decided this event should be transformed into an 
annual meeting, in which new approaches, new developments in the area could be 
communicated both to our internal public - students, professionals and partners - and 
to our external (or potential) public - students-to-be, for instance. 

Besides this launch, the University has experienced several other initiatives, which are 
reported on in the following sections. We organized the presentation of the initiatives as: 
(a) pedagogically-sensitive initiatives, which will be presented in the following section,  
(b) taken at an institutional and academic level, which will be presented afterwards, 
and (c) taken at an institutional and academic level, differing from the previous 
because it is a result of a group of professors and researchers which create a new arena 
of action, which is the School’s MBA.

		  Constructing and Implementing the School of 
		  Creative Economy in the classroom
In Brazil, after enrolling for a discipline at an undergraduate course, students get to 
know their professor, the syllabus of the discipline, and what is expected from them. 
Everything is planned previously, and the product of the semester is a matter of walking 
through a (known) path, aware that what happens is what people do with the plan 
(Coughlan; Duff, 1994). What has happened at Unisinos is the increasing number 
of projects in which the result is co-constructed with the students along the academic 
term, which means it does not bring the whole semester planned. 
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Challenges of Transdisciplinary Curricula

These experiences offer students different views on their subject matter, which enable 
them to evaluate their own doing from different perspectives. Seen as interdisciplinary 
projects (FAZENDA, 2002), the possibility of dealing with a same situation with con-
tributions from different areas resembles what happens in real life, in which different 
areas of expertise will be called into action according to local and situational needs.  
We will highlight two examples, both of each taking place in Letras/Modern Languages 
and Advertising and Marketing Undergrad Courses. They were created from the desire 
professors had to make students establish different relations with their subject matter, 
with their courses, the University and their colleagues. 

The first experience has been developed between the discipline of ‘Poetry’, which belongs 
to the BA in Language and Literature (BALL) and ‘Visual Programming’, which belongs 
to Advertising and Marketing (A&M). The main objective, in this experience, was to offer 
students the chance to produce something targeted at a real ‘partner’, one who would 
apply concepts which are specific to his/her area of expertise and thus create a ‘new’ 
product. Students do not meet, personally, but the results of the work of each group 
have been, each academic term, shared with the partner group. In practice, this expe-
rience has worked the following way: BALL students study about poetry and produce, 
towards the end of the semester, a poem triggered by some readings and on a common 
theme to all. These poems are then read and studied by A&M students, who will have 
the responsibility of translating them to a different format, keeping the original idea 
printed in other apparently unrelated forms and packaging, a strategy known as ‘Blur 
Marketing’. In a certain academic term, A&M students worked on the poems so that 
the original idea could be printed onto cups. In another term, ecologic bags carrying 
the poems printed on them were produced. When these products are ready, BALL students 
have the chance to experience Literature on a product which can be consumed in 
other forms2.

The second experience was born after systematic and routine accounts Letras’ students 
produced in terms of using technology, and specifically video production, as a resource 
for teaching Foreign Languages. Understanding that teachers need expertise in an area  
which is not their area by nature, BALL professor sought a partner in order to 
qualify students’ professional role, so that they could respond to social and technolog-
ical demands. Technology has long been considered an essential tool to be explored in 
the classroom, and a possibility for students to experience language in a different format 
when it comes to learning a second language (Leffa; Irala, 2012). At the same 
time, A&M professor was seeking a partner who could help her students in terms of 
interacting with potential real interlocutors, those who could change the way students 
conceive of the final product of the discipline she teaches. From these identified needs 
and known Cultures in the hearing process (BROWN, 2009), professors planned what 
would become a joint semester, in which students from both courses would have to 
come to terms with the specificities of their courses mediated by the perspective of 
the other. Throughout a semester, students discuss educational topics which, in the end, 
will have to trigger the joint production of a short movie. In this experience, students 
interact with both areas of expertise, face-to-face, on a weekly basis. In the end of 
the semester, they have the chance to have learned both the other area of expertise and 
about their area through the eyes of the other.

2Some pictures and more information can be found in  
http://www.unicos.cc/alunos-de-comunicacao-produzem-ecobags/
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The process, which is enriched by its more flexible approach, has been a challenge for 
students, who realize and ask for new ways of learning, but who also have to learn how 
to learn in this new configuration. We have seen that it takes some time for students, 
and professors, to understanding that this new configurations are also valid learning 
experiences, because it challenges what is assumed as ‘class’. 

		  Creating a concrete Space for Creative Industry 
		  in undergrad Courses
While these two experiences, which are not the only ones at Unisinos, have been moti-
vated by professors who have taken ownership of the process of academic and profes-
sional knowledge construction and student development, there are other initiatives 
which have been triggered by institutional acts and implemented by a careful strategic 
plan to involve professors and researchers of different areas in a collaborative way.

Even though the Institution has long valued individual and collective initiatives, it under-
stands that enabling students to experience the School of Creative Industries is its insti-
tutional responsibility. This means that initiatives which transcend the borders of each 
area of expertise are as important as creating a concrete space for the School to exist. 
This has been done through the offering of two new disciplines which will be taken 
by all School of Creative Industries students. One of them is centred on the relation 
between Creative and Social Innovation, and is called Creative Industries and Social 
Innovation, while the other has the development of Entrepreneurship as its core objective, 
and is called Entrepreneurship and Innovation in Creative Industries. 

Following the same reasoning, what is aimed at here is not only related to equipping 
students with theoretical concepts and practical techniques so that they can innovate 
and create. Design Thinking (BROWN, 2009) is one of the methodologies chosen in 
this case. However, at the heart of the decision is the idea that students have to learn 
about truly connecting areas to actually solve situations they experience (BECK, 2010) 
in diverse communities, living Action Learning (KOLB, 1984) as a practice, and not 
as theory. Professors teaching these disciplines come from the School’s courses and 
have come closer and have systematically developed this knowledge. This means that, 
in Letras courses, for instance, a professor who is commonly associated to theories of 
second language learning can teach one of these new disciplines. So can also a professor who, 
in A&M courses, is rapidly related to visual programming. The advantage is that those 
professors will be able to establish a close connection to real situations professionals-to-be 
experience in the area of expertise of the course. 

What enables a professor to teach these new disciplines is his/her professional trajectory at 
a first place. Besides this, the University has proposed a series of workshops in which 
these professors meet, develop and recognize themselves as professors dealing with 
these areas of expertise. What happens in these workshops is that professors develop 
both a broad and a specific understanding on Innovation, Entrepreneurship and 
Creativity, and are invited, then, to rethink the area of expertise of the courses they 
teach at from these three conceptual perspectives.

In the long term, this initiative will be offered to other professors, who will be able to 
learn about new areas and to learn about their own area from a different perspective, 
impacting as well on the group of disciplines they teach.
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In this case, we have faced, once more, the challenge of making students recognize 
these disciplines as important for their professional development and career. So far, not so 
many students have enrolled for the disciplines. Increasing this number is our aim now. 

		  A further Step: Specializing and Managing 
		  in Creative Markets 
After the second year of existence, the School of Creative Industries launches its MBA 
in Creative Markets: Innovation scenarios. This has become possible due to the University’s 
investment in enabling professionals to come together to discuss the format, the purpose 
and the main concepts which constitute the course3. 

There are two relevant (interrelated) aspects to consider: the process and the product. 
The process, as said before, entailed efforts from different professionals who act in  
diverse areas which constitute the School. During staff and informal meetings, 
professors had the chance to discuss the global format of the course and the contribu-
tion their specific areas had to the MBA. From this intense interaction, a proposal was 
made possible, and additional negotiation was established: the actual design of each of 
the components of this course. Design, communication, Culture, technology and arts 
are the main territories covered by the course, all of which sharing a common thread: 
Innovation and Creativity as resources that organize and constitute them. 

The construction of the course showed some challenges as well. Professors negoti-
ating with other professors, who belong to different areas, had to learn about these 
other areas as well. Once the course qualifies as an MBA, the course also benefits from 
an approach to management. This means that managerial processes will be studied 
closely from the perspective of Creativity, Innovation, Culture, design and technology. 
It differs, thus, from other courses being offered in the sector of Creative Economy/
Industry also because of this approach to business management. Another differential 
is the fact that throughout the course students will experience ‘Project laboratory’ as 
a discipline which will connect groups of disciplines that would otherwise be offered 
in a one-after-the-other fashion. 

The very nature of this MBA, constructed as a joint enterprise, in a co-working space, 
gives the tone of what has come to be understood as the School’s responsibility: take 
students, professors and researchers to experience their work in collaboration with 
different areas of expertise, enlarging and reconceptualising each area individually.

		  Preliminary achievements and Challenges to come
Any structural reorganization takes effort and time. Implementing a new course of 
actions means and has meant, for the School of Creative Industries, implementing 
a new and reconfigured way of dealing with knowledge and exercising one’s own 
professional live. 

3 Retrieved from: http://www.unisinos.br/mba/mercados-criativos-cenarios-de-inovacao/presencial/porto-alegre
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The School has been seen as a space defined as a real, a symbolic and an imaginary 
space (BENTZ et al, 2013), once it requires real and concrete conditions to create and 
enable the development of actions, it defines social bonds established by different actors 
who belong to the School, and it creates social representation among institution(s), people, 
and groups. In this sense, we may say that achievements can be noticed because these 
three spaces have been established, at different levels and times. 

The challenges foreseen are related to monitoring, maintaining and intensifying each 
space, being able to assess each of them separately and also in relation to the others. 
The main challenge, and also the main responsibility the School has taken, is related 
to the way people experience the School, once it should not be taken only as an insti-
tutional decision, but as reconfiguring the relation professionals and students establish 
to knowledge development.

We have, thus, also pointed out the challenges faced in this construction. These challenges 
are mainly related to the way people perceive their areas and what they expect should 
happen at a University level. Above all, more than only products of the School imple-
mentation, the path taken reveals an entrepreneur professor, who has become a curricula 
designer, finding other ways of looking at situations, to understand them deeply and 
thus propose creative, innovative and Culture-sensitive solutions.
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Disrupting disciplines  
meeting the challenge of  
the industry-ready agenda for  
the freelance creative practitioner

		  Abstract
From the late 1990s, successive UK governments have developed a political narrative 
that presents the cultural industries as a successful and vital component of the economy. 
Running in parallel with this economic agenda has been an educational imperative, 
in which the university sector has had to integrate an ability to deliver graduates ready 
for employment or who have demonstrable entrepreneurial skills. We argue that  
the notion of an industry-ready workforce in the cultural industries fails to reflect 
the freelance, self-employed, portfolio or micro-industry models that make up a large 
proportion of the industry workforce. Drawing on research with industry practitioners, 
recent graduates and higher education students, our research in the field of music 
production points to the need to engage with the industry-ready agenda in terms of  
the freelance practitioner/consultant. Using case studies from the music industry, 
we explore an initiative for developing entrepreneurial effectiveness to address the implica-
tions of the industry-ready agenda. 

We argue that for higher education, to actively promote and prepare students to 
undertake a freelance career, a more innovative approach than the existing rhetoric 
around employability and entrepreneurship may be required. By placing the freelance 
practitioner at the centre of the industry-ready agenda, a number of tensions emerge. 
These tensions challenge existing educational structures, be they physical, pedagogical 
or ideological. Giving the freelance practitioner, a voice invites us to disrupt disci-
plines and to allow real entrepreneurial competencies to be developed in the university 
environment. 

		  Economic and Educational Context in the UK
While the importance of the cultural industries in developing the UK economy can be 
traced back to the 1980s (Hesmondhalgh & Pratt, 2005), it was not until the late 1990s 
that the UK government attempted to actively influence the economic potential of the 
creative economy through a sustained series of policy initiatives and commissioned 
reports. In 1997 the newly elected Labour Government created the Department of 
Culture, Media and Sport (DCMS), which published the Creative Industries Mapping 
Document (DCMS, 1998), representing their first attempt to quantify the economic and 
employment potential of the creative industries. Alongside this initiative, the National 
Advisory Committee on Creative and Cultural Education (NACCCE), reporting 
jointly to the Secretary for State for Education and Employment and the Secretary of 
State for Culture, Media and Sport, produced All Our Futures: Creativity, Culture and 
Education (NACCCE, 1999). The NACCCE report recommended that the key areas of 
industrial and educational policy be brought together in order to support the develop-
ment of key corporations ‘in the fields of communications, information, entertainment, 
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science and technology’ (NACCCE, 1999: 19). These initiatives were to develop into 
a significant narrative which was to have, and continues to have, a profound effect on 
educational policy in the UK. 

Initial estimates prepared by the DCMS in 1998 suggested that the cultural industries 
generated annual revenues of over £57 billion and employed more than 1.7 million people 
(NACCCE, 1999, pp.19-20). By 2014, these estimates had been upgraded to indicate 
that the Creative Industries, now a clearly defined subset of the Creative Economy, 
accounted for 5.2% of Gross Value Added (GVA for 2012) or £71.4 billion. Employment 
for the creative economy accounts for an estimated 2.55 million jobs, and the creative 
industries itself is estimated to account for 1.68 million jobs or 5.6% of the UK work-
force (DCMS, 2014, p. 5).  The economic strength of the creative industries has become 
such that in November 2014 a newly created non-Governmental organization,  
The Creative Industries Federation (CIF) has been created, with support from more 
than 220 companies including film, television, publishing, fashion and the arts.  
The organization is being promoted as an independent lobbying group that will repre-
sent the creative industries in the same way that the Confederation of British Industries 
(CBI) represents independent employers.

The relationship between higher education and the economy was cemented in 2009 
when the Department for Business, Innovation and Skills incorporated higher edu-
cation as part of its remit. Further reports such as Higher Ambitions: The Future of 
Universities in a Knowledge Economy (2013) aimed to build a ‘consensus between 
individuals, government, and employers as to how our higher education system should be 
supported, adapted and expanded’ (BIS, 2013). The implication of the report was that 
major changes would be required to ‘expand new types of higher education programmes 
that widen opportunities… to reflect the reality of the modern working lives’ (BIS, 2013, p. 6). 

While policy shifts and the reorganization of government departments pointed 
towards a bringing together of education and industry, the picture emerging from 
publications such as the Manifesto for the Creative Economy (NESTA, 2013) provided 
a stark reminder of the disconnect between education and employment. 

		  Academic Education
Evidence suggests that most universities haven’t been producing the kind of talent 
that the creative industries demand. We see this in the poor employment outcomes 
of graduates from creative media specialist degrees evidenced in Next Gen (2012). 
Only 12 per cent of those graduating from games courses secured employment in 
the industry within six months of leaving university (Bakhshi et al. 2013, p. 103).

The implication of this report is that there is a potential disconnect between the skills 
used in education, and the skills demanded by employers that policy initiatives alone 
have failed to reconcile. In his reflections on the music industries, O’Hara points out 
that, ‘There are two parallel worlds – one of a growing field of education and the other of 
an increasingly complex industry that largely ignores the existence of the education programs. 
There has not been much thought given to best practice in linking the courses to the as yet 
undeclared needs of the music industry’ (O’Hara. 2014, p 28). 
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Drawing on a longitudinal study of creative graduates, Ball noted that ‘45 per cent of 
graduates had worked on a freelance basis and around one‐quarter had started a business 
during their early careers… Self‐employment is a serious career entry strategy and feature 
of portfolio working, as well as reflecting the way in which work is organized in the creative 
sector – a predominantly contract economy’ (Ball et al., 2010, p. 28). 

		  Putting Freelance Practitioners at Central Focus
We have presented this extended contextual account and outlined some of the political, 
educational and philosophical narratives that have influenced our thinking. The UK 
account will, in some ways, mirror the experience of other countries whose govern-
ments will have developed their own response to the cultural industries and from this 
their own educational agendas (European Commission, 2006, 2008; World Economic 
Forum, 2009). For the UK, while policy is set centrally, it is for each university or 
higher education provider to determine their response to the work-ready agenda. 

As a University, we are also concerned with the wider cultural economy and have a wide 
range of courses including film, game design, performing arts, art and design and 
music, as well as a range of courses in events management and related areas of tourism and 
hospitality. Our institutional response is, as follows most institutions in the university 
sector, centred around a number of institutional and school-based initiatives including 
careers services, boot camps, networking events, grant funding, business incubators, 
work placements, visiting industry professionals, work-placements, work-simulated 
assignments, and the employment of industry experienced academic staff. 

The changing characteristics of the music industries over the past few years (Williamson, 
& Cloonan, 2007) underline an additional problem for developing a direct relationship 
between higher education courses and employment, a situation which is replicated in 
other areas of the creative and cultural industries. In addition, the agenda has been 
dominated by a discourse which has privileged the ‘interaction between large organi-
zations and SMEs’ (Culkin & Malick, 2011). However, this may be an inappropriate 
model for the cultural industries and for the music industry in particular, which has, 
according to Ball et al., seen ‘a drift away from work in medium‐sized enterprises to micro‐
businesses [which] is consistent with recent changes in the sector’ (Ball et al., 2010, p. 3).

Our concern here is for the freelance practitioner, whose existence can easily become 
lost in the focus on employment in larger organizations or small to medium enter-
prises. For the past three years we have established a research program which has 
focused on freelance practitioners working in the music industry with the aim of 
exploring the transition to employment in this field. We have used semi-structured 
interviews with a range of established industry professionals, recent alumni who have 
gained a foothold in the industry and current undergraduates who have expressed or 
demonstrated an interest in working professionally within the music industry. 

		  The Apprenticeship Model 
In our field study it became clear that many of the experienced professionals who 
entered the profession before 1980 did so through an apprenticeship scheme. The nature 
of this apprenticeship varied but for some, this was largely informal situational learning. 
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	 ‘Probably for those first couple of months, as a tea boy/runner, 
I was probably 9 to 5 office hours just to see was I reliable, capable of getting the tea, 
getting the sandwiches, getting the coffee machine going every morning and doing what-
ever else was asked. By three months it was decided that I could be left on a session.’

For some, the three months could be years (six was the most time spent as a runner) 
but for those who went through this journey, this period was invaluable. 

	 ‘The longer you spend in watching people making decisions that 
you really learn to hear inside music, your ear becomes naturally critical…In the same 
way that a Navy admiral would make instant decisions with an educated and experi-
enced insight, it’s the same thing with making records but you learn that from just spending 
a lot of time with people.’

People skills emerged as an important theme as professionals discussed their early 
experiences, including an awareness of their own skills and abilities: 

	 ‘There was no formal training it was ‘dive straight in’ and one of 
the earliest lessons I learnt from that, which is a very important credo that I still hold 
today was to not pretend you know something when you don’t. If someone asks you and 
you don’t know how to do it, just say ‘I’m sorry, I don’t know’. I still do that now.’

The apprenticeship model is one which addresses education from a situational view-
point: apprentices are immersed in the world of work and it was seen as not only a 
place to meet musicians but also to learn from them. Learning in this kind of situation 
brings out a number of skills, many of which can be mapped onto what the Quality 
Assurance Agency for Higher Education in UK refer to as an ‘entrepreneurial mindset’ 
(QAA, 2012, p. 13) which includes: 

	 -	 aspects of personality and social identity
	 -	 personal ambition and goals
	 -	 personal confidence and resilience
	 -	 self-discipline and personal organisation
	 -	 understanding of one’s own motivation
	 -	 ability to go beyond perceived limitations and achieve results
	 -	 tolerance of uncertainty, ambiguity, risk, and failure
	 -	 personal values: ethical, social and environmental awareness. 

		  Developing the Entrepreneurial Mind-set 
Developing the entrepreneurial mind-set might not, however, be straightforward as 
one of our professional interviewees pointed out. 

	 ‘You can’t make a valid comparison between apprenticeships and 
formal education because they serve different purposes. On the educational end it’s geared 
towards the end result of the piece of paper you get, or specific goals in this module or that 
project. If you’re in a real-time studio situation you’re talking about being in a commer-
cial environment and everything that goes along with that.’ 
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This critical appraisal offered a specific industry perspective from which to view our 
courses and consider the strengths of the apprenticeship approach and what skills it 
develops in comparison to our present approach. We were also aware that the appren-
ticeship model did not offer all the answers. Although not specifically related to 
the cultural industry, Unwin’s (2007) study of apprenticeships in England noted that 
while ‘just over 50 per cent of apprentices achieve the prescribed qualifications, in some 
service sectors, achievement rates are staggeringly low: for example, 16 per cent in health 
and social care, 31 per cent in hospitality’ (2007: 118). There are no figures available 
from the music industry but we from our study, we might have to conclude that even at 
its height, the apprenticeship route is not necessarily a successful gateway to the music 
industry as an independent freelancer. 

We undertook a further set of interviews but this time with students who completed 
a simulated industry experience at the university, where visiting freelance musicians 
work with students on a defined project over a two week period. Initial comments 
from the student group mirrored some of the comments from the professionals group 
and focused on the importance of social skills.  

	 ‘I think [the most important skill] was people skills, pure people 
skills… you had to get to know someone quite quickly…. and you needed to have a rela-
tionship with the person you are working with… it makes it much more comfortable, 
a much more enjoyable place to work.’

His master/apprentice setting created a different experience for the students. Working 
with other people foregrounded a different set of parameters to those normally found 
in a student-led recording experience. The students discussed their experience of 
the recording process noting that, 

	 ‘…you have to keep the flow of the sessions…..when we do modules 
at ‘uni’, the flow doesn’t necessarily matter….you are normally recording yourself or your 
friend, so you just get on with it.’

When asked about the overall experience that the employability experience provided, 
one student put it succinctly by suggesting that,  

	 ‘We learned more in the employability fortnight than we had 
learned on the course so far...even if it was only a simulated working environment…’

		  The employability Fortnight we offered 
The experience provided an opportunity for students to benefit from working in a sim-
ulated environment it is a limited experience. The activity would accord with O’Hara’s 
suggestion that ‘emphasis should be placed on opportunity formation’ linked to students 
developing ‘social and interpersonal skills’ (O’Hara, 2014: 36). This kind of experiential 
learning seems to raise an understanding of the importance of social and interpersonal 
skills, but we would ask how well this awareness might prepare students for working 
at a professional’s level. 
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QAA guidelines on enterprise and employability suggest that students pass ‘through 
the stages of enterprise awareness, entrepreneurial mind-set and entrepreneurial capa-
bility to achieve entrepreneurial effectiveness’ (QAA, 2012, p. 24). What we saw from 
the employability experience was the development of the awareness stage with some 
understanding of the mind-set required. Of the five students in the interview group, 
one in particular demonstrated ‘entrepreneurial capability’ in the way he began to work 
with people, organize the schedule, and took responsibility for the recording process. 
One reason for this capability could have been that this student had been able to 
shadow a dubbing engineer working on a drama series for the BBC shortly before the 
employability experience. In addition to this experience, the same student was able to 
take part in the Joint Audio Media Education Support summer course (JAMES, 2013)  
where he was nominated as ‘student of the week’. These experiences provided  
a way to develop his entrepreneurial capability both inside and outside of the univer-
sity environment and provided a positive range of experience for the student to launch 
his career as a freelance practitioner. 

Using this model, we began to explore ways in which students who moved rapidly 
through the stages of awareness and demonstrated a strong mind-set and capability 
could be developed using aspects of the apprenticeship model. One such student that 
emerged was Christian, who was a student on our MSc Sound design course. Christian 
had quickly established himself as the ‘go to’ person for anyone wanting sound on their 
film and it was clear that his mind-set and capability were of a highly developed. 
We approached a local post-production company using our industry contacts and 
provided an opportunity for Christian to shadow an experienced dubbing engineer, 
who was working on a post-production project for the BBC.  

Christian undertook this role as a research component of his final project and his 
report focused on two significant areas of learning. The first was an understanding 
of the strict technical standards necessary for the delivery of television programmes 
to the EBU R128 standard. The second factor concerned what he called ‘studio skills’ 
which were the ‘interpersonal skills that are crucial when working with directors and 
producers, who spent a lot of time to make their vision [into] a television programme… 
In the end, it is a team working process, with the aim of creating a series that is great to 
watch, sonically enjoyable… and in terms of content an interesting and thrilling experience’ 
(Christian, 2014). 

On completion of the shadowing experience, we were able to provide a live project 
from Ideas Tap, which our Film School uses as part of their strategy to support progres-
sion into the industry. Christian was given the role of sound designer for an anima-
tion project called Arlene1 directed by London based animation studios, Sherbert.2 
Christian was able to put into practice all the skills and aptitudes acquired from his 
previous experience in the post-production environment to produce an excellent fin-
ished product. What was also very much in evidence was the professional approach 
he had in the dubbing meeting. His entrepreneurial effectiveness was demonstrated 
by the way he took the lead in organizing the necessary resources, schedules, managing  

http://www.sherbet.co.uk/clips/235/arlene-13-08-14
http://www.sherbet.co.uk/



288 CREATING CULTURAL CAPITAL

Robert Davis, Julia Calver, Steven Parker 
P

R
A

C
T

IC
E

collaborators and ensuring all studio deadlines were met. This was all the more 
impressive because he was networking with a range of people while living at home at 
the European continent.

		  Reconciling Education and Industry 
We are aware that our approach so far is very limited in the number of students who 
can take advantage of these opportunities but what we offer is more of a progression 
through the stages of ‘awareness, mind-set, capability and effectiveness’. Other students 
have benefited from this type of approach and have gone on to establish a freelance 
profile as a practitioner, with various degrees of success. However, not all students 
would be able to benefit from this direct experience in a freelance role and the step 
from ‘awareness’ to ‘capability’. In addition, we would suggest that not all students 
would want such an opportunity. The capability to work in a freelance environment is 
something that comes from a particular mind-set and any mismatch could be problematic 
for student, freelance professional and the University. We are now in the process of 
developing new studio facilities that will act as intermediate spaces for those students 
who need more support to develop their capabilities prior to working in a freelance 
environment. 

Reconciling the different needs of education and industry has been highlighted as 
a problematic existing, as they do, in separate worlds. Our approach here has been to 
find ways in which we can link the world of education and employment as a freelancer 
in a productive, positive and sustainable way. As educationalists, we are tasked with, 
amongst other things, ‘creating learning environments that encourage entrepreneurial  
behaviour’ and ‘exploiting opportunities for enhancing the student experience’ (QAA, 
2012, p. 22). 

If we were to effectively exploit learning opportunities by creating environments that 
encouraged entrepreneurial behaviours, what would that educational world look like? 
How can we reconcile the need for the compartmentalization of students into faculties, 
schools, year groups, courses and modules? The world of research, for which we are 
also responsible, embraces intra-, inter-, multi, and trans-disciplinary approaches 
which is generally seen as a positive step for research. Yet at the same time, research 
in the UK is categorized according to criteria from the Research Assessment Council 
which recognizes 36 categories of research including subjects such as Chemistry; 
Physics; Computer science and informatics; Philosophy; Art and design (history, 
practice and theory); Music, Drama, Dance and Performing Arts; Communication, 
Cultural and Media Studies. 

Traditionally, education has, directly or indirectly, always prepared people for work. 
The challenge of the enterprise narrative as the ‘engine fuelling innovation, employment 
generation and economic growth’ (World Economic Forum, 2009, p.6) has been to focus 
the range of activities in higher education; moving towards an employment-ready 
imperative.

In many ways, this narrative can be seen to be little more than a simplistic cause and 
effect model that fails to acknowledge the complexities of the employment environment. 
The freelance practitioner adds to this complexity, because it may take several years 
for someone to establish themselves in their professional world. In his discussion of 
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contemporary theories of learning, Illeris (2003) suggests that to manage the complex 
functions of modern life, we need to consider how to combine the ‘complex totality of 
traditional and up-to-date knowledge, orientation and overview… with professional and 
everyday life skills and a broad range of personal qualities such as flexibility, openness, 
independence, responsibility, creativity, etc. … for learning theory and educational practice 
it is an evident challenge to develop a concept of learning that is able to… include the acquisi-
tion of the whole range of different competencies at stake’ (Illeris, 2003, p. 397). 

		  Disrupting the higher Education Agenda
The combination of economic change, policy documentation and a more fragmented 
employment environment has already contributed to significant disruption to the edu-
cational agenda here in the UK. The impact of policy initiatives taken in the latter part 
of the 1990s are still working their way through the system. The current government 
has signalled its willingness to disrupt the higher education agenda through further 
policy changes and by merging higher education with business and enterprise depart-
ments. Documentation from advisory bodies, such as the HEFC and QAA, provide 
a framework to support these changes. However, the overall narrative linking higher 
education with economic generation and employment growth, may find it impossible 
to take into account the complexity of the working environment. 

Further disruption has come from the students themselves. In their work on the expe-
rience economy, Pine and Gilmore argue that ‘experiences should yield transformations… 
the individual partaking in the experience often wants something more lasting 
than memory… People enroll in… school because they want to affect their professional 
and financial well-being’ (Pine and Gilmore, 2014, p. 26). New courses that appear to 
directly address the needs of the cultural industries have been criticized as not fulfilling 
the promise of employment (Bakhshi et al. 2013). However, their comments do not 
take into account the difficulties of the freelance practitioner, who may take many years 
to establish a strong footing in the industry and for whom direct entry into the freelance 
profession takes place over a timeframe that cannot be captured by statistics alone. 

Stronger narratives may be required to frame the experience of the freelance practi-
tioner and his or her progress after graduation. Our example here is only one of several that 
provide both empirical and anecdotal information to inform our educational practice. 
Bögenhold, Heinonen and Akola’s (2014) recent discussion of the ‘myth’ of entrepre-
neurship provides an interesting critique of the entrepreneurial narrative by alerting 
us to the complexities inherent in preparing for employment as a freelance practitioner. 
We might use this approach to critique the myth of the academic discipline and ask if 
the complex, dynamically changing and increasingly fragmented world of the cultural 
industries is met by an equally complex and dynamically driven transformative 
curriculum experience.  
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		  Abstract 
This article reflects on extra-curricular opportunities that creative graduates volun-
tarily engage with when studying cultural entrepreneurship and enhancing their profile. 
It highlights the role of universities in creating platforms for graduates to avail them-
selves of such learning beyond their specific degree. 

In particular, we use as a case-study the Kings’ College Challenge (KCC) - a university- 
wide project-based competition, established by the Kings’ Cultural Institute at Kings’ 
College London in 2012. The KCC was developed in collaboration with leading 
arts and cultural organisations in London, including the Royal Opera House, Royal 
Shakespeare Company, Southbank Centre and V&A Museum. It required students 
to think of an innovative entrepreneurial proposition in response to a key challenge 
being faced in the creative and cultural sector. In keeping with this model of engage-
ment with project-based work, the students with the winning proposal were offered 
as prize; a paid internship with a leading cultural organisation. 

We look at the rationale of the competition, its structure, and the opportunities it 
offers from an entrepreneurial teaching and learning perspective. By talking to the 
people who launched and managed it, and the students, both participants and winners. 
The article highlights the clear potential of the competition format in enhancing entre-
preneurial skills, whilst revealing insights as to the kind of conditions that influence  
students’ approaches towards and thinking about cultural entrepreneurship more generally.

		  Introduction
The situation that young graduates face today is starkly different from that of previous 
generations. Until the 1990s being in possession of a higher education (HE) qualifica-
tion opened the path towards a stable professional career, whereas today such prospects 
appear to be long gone (Brown et al, 2011). Such an uncertain context further dete-
riorates for creative graduates confronted with lower salary levels and poorer career 
outlooks in comparison with non-creative graduates (Comunian et al, 2010). Students  
are conscious of the circumstances they will encounter as young professionals, 
and consequently they increasingly demand an HE experience that facilitates the con-
nection with ‘real life’ situations. Sometimes through work placement programs, more 
space for applied learning, or a greater attention to the generation of transferable skills 
across a variety of work environments, such as communication skills or teamwork  
competences (Wilson & Stokes, 2006; Rae, 2010). The particular role of universities,  
in creating platforms for graduates to avail themselves of such learning beyond their 
specific degree, is highlighted as of central importance in subsequent career development. 

Rosa Perez Monclus
Roberta Comunian 
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		  Entrepreneurship Education in Creative 
		  and Cultural Industries	
In the last two decades, entrepreneurship education has been progressively incorpo-
rated into Higher Education (HE), with a central aim being easing the progression of 
students into the labour market - either as independent professionals or through 
the establishment of new ventures (Matlay and Carey, 2007). Early approaches to 
the field sought inspiration from models taught in business schools. However, criticism 
regarding the somewhat constrained understanding of both the entrepreneurial fig-
ure and the pedagogical approach (Kirby, 2004) soon appeared, as entrepreneurship 
education was expanded across academic domains. A limited conceptualisation 
of the overall entrepreneurial field, its multiple forms and conditions of operation 
(Shane, 2003; Gibb, 2005) as well as the lack of an agreed definition over fundamen-
tal concepts, such as entrepreneur or entrepreneurship (Gartner, 2007, Stokes & 
Wilson, 2010), raised important questions regarding how entrepreneurship should be 
approached by universities (Wilson and Stokes, 2006). Such questions are of particular 
relevance in the context of arts and culture, where, on the one hand, it is common to 
encounter a reluctance to engage with such terminology at all. And, on the other hand, 
one finds self-employment and the artisans’ micro-business are strongly characteristic 
organisational forms (Rae, 2012). It is of paramount importance, therefore, to resolve 
and then to articulate clearly just what is to be gained from incorporating entrepre-
neurship programs within Arts and Humanities (A&H). Faculties, and indeed what 
these should be comprised of.

According to Bilton (2007) a cultural entrepreneur is capable of effectively managing 
the whole of the value chain rather than limiting their role to the production of art 
and culture. As Anderson and Jack observe ‘teaching entrepreneurship needs to produce 
a combination of the creative talents of the artist, the skills and ability of the artisan, 
yet include the applied knowledge of the technician with the know-what of the profes-
sional’ (Anderson and Jack, 2008, p. 260). In keeping with these views, we empha-
sise the composite nature of the entrepreneurial act and personality (Ellmeier, 2003). 
One, that needs to be adaptive to different domains and importantly, evolves over time. 
Entrepreneurial activity, and its teaching, demands special attention across (at least) two 
complementary dimensions, which we describe in terms of disposition and process.

First, according to Gibb (2005) an entrepreneurial ‘disposition’ is comprised of those 
behaviours, attributes, skills and values required to successfully navigate complex 
environments and articulate action. These represent a compendium of attitudes and 
capacities that while extending across it, transcend the business domain. As noted by 
Oakley (2014) cultural entrepreneurship has never fully adapted to the mainstream 
myth of the entrepreneur motivated by economic pursuit. Rather, self-employment  
is often a forced option in front of the lack of secure employment. Along this line, 
it is claimed that the entrepreneurial paradigm offers a set of transposable abilities use-
ful in a multiplicity of contexts, ranging from traditional business ventures to radical 
activism or social endeavours (Rae, 2010; Oakley, 2014). We consider it axiomatic that 
entrepreneurial programs in HE should aim to develop these multi-functional capacities, 
allowing students to successfully act within multiple grounded realities.
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Second, Wilson and Stokes (2006) propose an approach to entrepreneurial education 
that is not only contextual but also processual. Entrepreneurship can be approached as 
an interactive process of learning and doing within particular social spaces (Wenger, 2000). 
From the very initial stage of ideas generation, to the specific knowledge required to 
overcome particular problems in the day to day operation of an organisation, specialist 
management of tasks and managing collective knowledge effectively are key to any 
entrepreneurial activity (Becker & Murphy, 1992; Wilson, 2009). According to Rae 
(2012), students in A&H tend to be naturally inclined towards the creation stage, 
which potentially limits their capacity to deal with problems and issues arising down 
the value chain. Equally, he notes how successful creative ventures often require time 
and space to learn through iteration. As such, identifying, testing and developing tai-
lored solutions that will stand the test of time, rather than short term ‘creative’ solutions, 
are elements that need to be taken into account when teaching programs of cultural 
entrepreneurship. However, as organizational structures, career paths and working 
patterns – particularly in the art sector - are continuously adjusting and being rede-
fined, it is important also that tools for entrepreneurship reflect these conditions. 
In this sense, static tools that are often privileged in entrepreneurial programs, such as 
developing a business plan, are potentially of limited help.

Constructing spaces, within a university setting where students are invited to confront 
real life challenges, is a way to expose them to situations that they will need to face in 
their upcoming professional careers. Competitions, especially in the US, have been used as 
an attempt to model these future scenarios. Their success varies greatly in relationship 
to their design and expected aims. In business schools, business plan competitions are 
a common practice (Shane, 2003). Arguably, however, they appear to be more success-
ful in teaching how to comply with the parameters that render the exercise theoreti-
cally attractive to the panel of investors, rather than providing a solid base for devel-
oping sustainable ventures (Gailly & Fayolle, 2006). In the domain of engineering and 
computer science, team work in a competitive framework is an established tradition, 
as in the case of robotics competitions (Manseur, 2000). Over time, these programs 
have expanded their reach into international competitions, often enjoying participa-
tion from key industry players (Heil et al, 2004). In many universities such competitions 
have progressed from activities at the margin of the curriculum, to be included as 
optional modules (Grimes & Seng, 2008). From these basis, competitions have been 
expanded to wider academic disciplines, e.g. geography (Chalkley and Gibson, 2009), 
yet they appear to remain relatively rare in the specific context of A&H. It might also 
be observed that Gibb (2005), while listing competitions among the pedagogical tools 
available to develop entrepreneurial behaviours and skills, does not review them in 
terms of their usefulness or adequacy.

For all these reasons we have been encouraged to undertake our particular study of 
the contributions and limitations of the Kings’ Cultural Challenge, a relatively high 
profile example of such a competitive learning space in the cultural sector.

		  Kings’ Cultural Challenge: a case Study of 
		  Entrepreneurial Education
Before discussing the findings of the research project, it is important to provide some 
background to KCCs’ structure, remit and development, since its establishment in 2012. 
The Cultural Institute (CI) at Kings’ College was launched with the remit to ‘connect 
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the College with practitioners, producers, policy makers and participants across arts and 
culture, creating space where conventions are challenged and original perspectives emerge. 
One of the strategic aims, around which the Institutes’ program of activity is organized, 
is focused on ‘enhancing the academic and student experience through teaching, learning  
and research through cultural connections, in collaborative teaching, research and learning’.  
The development of the KCC responded directly to the perceived need to create oppor-
tunities for teaching and learning in this area beyond the College and in partnership 
with cultural organisations. As the Director of the Institute explains: ‘It was about students 
responding to real world challenges, and really it was about harnessing the creativity of 
the Colleges’ 24,000 students to respond to very real life challenges in the cultural sector’ 
(interview with the Director). 

This framework moves beyond the classic consideration of students as passive receivers of 
knowledge, and inherently recognizes them as subjects capable of providing valuable 
answers. The ‘prize’ for students was the opportunity to undertake a paid internship 
with one of the Challenges’ external partners – drawn from a selection of prestigious 
London-based cultural organisations (including the Royal Opera House, the Victoria 
and Albert Museum and others). For their part, the partners benefit from the challenge 
in two ways ‘they get a high calibre student doing an internship with their organization; 
but they also get the thinking from the students around issues they are grappling with 
everyday’ (interview with the Director). The KCC aims to support the students with 
workshops focused on ideas-development, project planning and presentation skills. 
For the CI this reflects their objective to ‘create spaces in which people can incubate, 
develop thinking and […] their ideas in collaboration’ (interview with the Director). 

For the purposes of this article – while the KCC also represents an interesting platform 
for knowledge exchange between Higher Education and the creative and cultural sector –  
we focus primarily on the experience and learning of the participating students, as it 
relates to cultural entrepreneurship. Specifically, we have structured our findings 
around three key themes that emerged in the qualitative interviews:

	 -	 The motivation and engagement for learning beyond the curriculum
	 -	 Entrepreneurial disposition versus entrepreneurial learning
	 -	 The value and nature of learning outside the curriculum.

		  Exploring Motivation and Engagement beyond 
		  the Curriculum
All the participants highlighted the importance of the prize, a paid internship in 
one of Londons’ leading cultural organizations, as a key motivation to take part in the 
KCC. Notwithstanding the growing and very legitimate unease concerning the level 
of structural inequality associated with unpaid internship in the arts and cultural 
sector, internships are now widely recognized strategies for stepping into a desired 
career path in the London arts’ scene. All participants came across as highly career 
driven, and some expressed their concerns around the difficulty of entering this job 
market without having built up an adequate network of relationships, especially those 
coming from outside London. However, the internship was not seen solely in instru-
mental terms. Participants talked about working for one of these organizations 
as a ‘dream job’, showing a strong emotional connection with such institutions.  
‘I saw that all the institutions involved where institutions that I would have loved to have 
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an internship [with] or work [for], I have somehow been related to [them] emotionally.’ 
(Interviewee 1). ‘I was really keen on getting work experience, especially work experience 
in London, because I moved from abroad and I saw that they were handing out intern-
ships as a prize’  (Interviewee 3).
 
Participants were aware of the highly competitive nature of the KCC given the limited 
number of internships. Consequently, they also found value in participating as an oppor-
tunity to show engagement, acquire further experience or grasp new opportunities. 
In this respect, KCC was seen very much as a learning experience providing an oppor-
tunity to expand knowledge beyond a degree program and build bridges with ‘real life’ 
in preparation for the future. ‘When we had a presentation on the Challenge I found it 
very interesting not only because of the reward, but the whole experience’. (Interviewee 
1). I didn’t expect to win so I obviously wanted to learn through the process […] I just 
wanted to show that I was interested as well in taking up the opportunity (Interviewee 4).

Students expressed the understandable anxiety, that getting involved in such an extra- 
curricular program in the first place might have a negative impact on their formal 
studies. Unfortunately, the research was not able to capture just how many were put 
off from entering the Challenge, but one would suppose that many students, however 
capable and interested ‘in theory’, would have fallen into this category. Classic entre-
preneurial trait theory would emphasise the need for a risk-taking personality, but 
we would suggest that it is also legitimate to posit a more pragmatic, even calculated, 
career-oriented disposition, as being a central driver for those that did decide to take part.

		  Entrepreneurial Disposition vs Entrepreneurial Learning 
A central observation was that the majority of participants was already active, and tended 
to engage in extra-curricular activities, within Kings’ and outside; some even managed 
their own businesses. There was a conscious intention to use the KCC to either test or 
take those interests and dispositions further (into the industry; outside their comfort 
zone), or to use it as an opportunity to differentiate themselves from their peers: ‘I have 
always run my own business […] I have always been aware of the money side and finan-
cials (Interviewee 5). I do a lot of extra-curricular things that are outside Kings’ College, 
attending events that have cultural speakers and help network with cultural partners’ 
(Interviewee 3).

One participant from a non-arts department seems to suggest her willingness to 
engage in entrepreneurial activities like KCC as a goal in itself, rather than moved by 
a particular field of interest:  ‘[Its’] what fuels people to create and I think thats’ what 
everybody needs; we will need new things and we will need new ideas’ (Interviewee 2).

It is important to consider whether these kind of approaches are the result of an ‘entre-
preneurial disposition’ (which the literature has tended to suggest is more often located 
outside A&H departments), or whether for certain students we can see the interiorization 
(and possibly the acritical acceptance) of a narrative of the importance of entrepre-
neurial and innovative behaviours. Therefore, it seems important to critically consider 
how the entrepreneurial behaviour is contextualized with a career path in the arts sector, 
rather than considering it as a goal in itself.
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To reiterate, KCC does not operate as a platform to launch a student participants’ 
prior idea or project. This being the case, the KCC represents a one-off opportunity 
to apply entrepreneurial skills and knowledge to a ‘new’ context. In this sense, experi-
ential learning complements and enhances the standard academic learning at Kings’ 
College. For example, remaining at a broad level of transferrable skills, the opportunity 
to practice and refine ones’ presentation skills was clearly highly valued, especially in 
terms of building up self-confidence: ‘I think the pitching workshop is the best for me, 
learning wise. I don’t really like public speaking so it was really good for me to go into 
a workshop and kind of fine tune that’ (Interviewee 4). ‘…and suddenly I am in charge 
and I need to make all the decisions - which was a bit scary at the beginning - but definitely 
I felt because I have done this kind of work experience before that I kind of know what is 
expected of me so I wasn’t afraid to take that responsibility, while, for instance, two years 
ago I wouldn’t have done it. […] It made me more confident’ (Interviewee 3).

In general, the research supports the widely discussed importance of self efficacy 
(McGee et al, 2009), and entrepreneurial intention (see Dhose and Walter, 2012) 
in the development of young nascent entrepreneurs (Pruett et al, 2009; Edwards and 
Muir, 2012). However, we could find no clear indication that KCC works as a catalyst 
towards practicing entrepreneurship, with some participants stating the intension to 
undertake further studies or to look for a permanent position in a cultural institution 
rather than, for example, running a business. The organisers of the Challenge them-
selves acknowledged the potential tension between promoting an entrepreneurial 
mind-set and interning in a cultural organization. For example: ‘I think students just 
need to get a foot in the door because they just need to start getting experience some-
where, and an internship always works for that; and if you need to be creative and entre-
preneurial for that it doesn’t really matter that is not necessarily needed for an internship, 
because its’ going to be needed later’ (Interview with director).

		  Learning outside the Curriculum 
Several participants described the nature of the process as a holistic learning expe-
rience that provides the opportunity to learn beyond a one-off essay. In this sense, 
they highlight the potential benefit of developing a disposition that places real life 
circumstances and constraints at the centre of their thinking and practice, with asso-
ciated positive impact in terms of self-responsibility and dedication. There was an 
acknowledgement that the competition provides the opportunity to use academic 
skills transversally. For example, traditional research skills were thought as important 
to raise the level of the KCC project presented by the student: ‘In the Challenge I gave in 
my proposal […] and it was ‘all me’, talking with somebody, me getting feedback properly; 
it was different because I was continuously working on something for a whole year, a lot 
more fine-tuned. You use different skills as well because you have to be business-minded 
rather that analytical; it was just a different set of skills that I had to develop but they do 
kind of link.’ (Interviewee 4). 

Participants place a high importance on originality and creativity as a key factor to 
win the competition. Yet, they are aware that originality is a necessary but insufficient 
condition if the idea is not transposable to reality and vice versa. In this respect,  
the opportunity to get feedback from external partners was considered a hugely valu-
able learning opportunity. For the participants this involved learning through a relational 
process of selection, trimming, re-working and re-framing as they turned ideas into 
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feasible projects: ‘At first it was a crazy, random, far-fetched idea. Then I got selected to 
the first stage, and then I had a meeting with people from the KCI and one of the partners 
[…] They gave me this little brief so I could reduce my idea […] [now] I understand what 
they were looking for, what is the type of project my client is looking for, and then come 
with ideas, very concrete ideas trying to approach that request; but yeah, I say I learnt 
that from the KCC.’ (Interviewee 1). ‘I love the creative process more than the actual 
practical process, I focused on coming up with an idea and then I just tried to make 
the budget work. But I think the workshops were useful in that they did teach us some 
things about events management that I still come across in my work now.’ (Interviewee 
3). ‘I was quite nervous about coming up with big ideas, but yeah, at first I felt that I had 
to really impress them, because I had to come up with these ideas all by myself; but then 
I gradually learnt that […] they wouldn’t hold it against me and it was actually great to 
work with people and to learn about things; it was intimidating at first, and I kind of got 
over it and learned more.’ (Interviewee 4).

		  Conclusions
Through researching the KCC we have been able to reflect on student learning outside 
the traditional activities that have been associated with cultural entrepreneurship. 
The findings suggest that this kind of competitive entrepreneurial learning experience 
represents a useful addition to the curriculum. Following Gibbs (2005), we can see that 
the competition provides a compelling context in which to develop key supporting 
entrepreneurial behaviours, including risk taking and a willingness to engage with new 
content and contacts. And foster entrepreneurial attributes, such as self-efficacy, building 
up confidence, and learning new transferrable skills, e.g. presentation or negotiation 
skills. Whilst also re-defining and re-confirming individual values in reference; for example, 
to students’ independence, work-ethos and sense of belonging to the cultural sector. 

Those we interviewed recognised the value of the experience as a unique ‘holistic’ 
opportunity, within oftentimes-fragmented programs. Here they found a given space 
to move from the creative idea stage through to ‘the pitch’ in an organized manner. 
It is hard not to find value in this, especially if one agrees with the Director of the CIs’ 
contention that ‘anyone wanting a career in the arts sector needs to be entrepreneurial 
[…] The way it works is you get out there and you do stuff..’ 

However, as the KCC enters its third year, we feel that there are a number of recom-
mendations that might help KCC and others, wanting to establish this kind of compe-
tition as part of a wider portfolio of cultural entrepreneurship learning opportunities 
in their institutions. 

1.	 Firstly, one apparent limitation is that this type of opportunity remains self-selective in 
nature. It is very evident from our finding that the KCC encourages and empowers  
students who are already motivated and, indeed, entrepreneurial to move ‘up 
a gear’ in their practice; more could and arguably should be done to empower 
students who do not have this attitude (often for lack of experience, issues of con-
fidence or cultural barriers). One thing to consider is the carefully and appealingly 
packaged publication of case-studies, where students can read about how it is  
possible to meet the often demanding requirements of a university degree, 
whilst engaging in such a competition.
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2.	 Secondly, there is a problematic boundary in competition-type of work between 
encouraging and enabling collaboration and networking, while protecting students’ 
individual contributions and copyright – especially when the prize is an individ-
ual internship.  ‘Collaborative’ learning needs to happen with partners and experts 
here, rather than amongst peers, because of the individualistic nature of the format, 
compared with other competitions which are structured around groups’ participation. 
Group competitions are another interesting format, which can encourage team-build-
ing skills, but individuals contributions are often hard to assess and evaluation.

3.	 Finally, it seems particularly important, in these competitive environments, 
to provide careful and valuable feedback to all participants - especially those that 
do not ‘win’. A failure to win might give rise to the unwitting consequence of 
increased insecurity, as students feel that not only their ideas, but also their skills 
and personality have fallen short. This final point reminds us that the possibility 
of failing is, of course, central to the very process of creativity and entrepreneur-
ship in any context, including learning in HE (Jackson et al, 2006). Furthermore, 
the development of entrepreneurial learning is always culturally specific (see 
Giacomin et al, 2011). Some societies have a more tolerant and open attitude to 
failure than others. In an increasingly competitive context of globalisation where 
students come (to London in this case) to study from many countries and back-
grounds, this represents a very real ‘challenge’, all of its own, one to be pursued in 
and out of the classroom.
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		  Abstract
In this chapter we discuss innovative teaching and learning approaches to cultural 
entrepreneurship for training in conservation and preservation of cultural heritage.  
We investigate training programs established at world heritage sites in Latin America, 
with a particular focus on a postgraduate program developed by the Centre for 
Advanced Studies in Integrated Conservation (CECI) in Brazil. Whilst a number of 
training programs have been operating worldwide during the past four decades, new 
demands arising from a rapidly changing world continue to challenge experts and 
educators alike to find new, effective ways to deal with contemporary educational 
issues in response to global change. 

		  Introduction
The voices cry out ever louder. What began as a hum is now palpable and tangible.  
Concepts such as soft power, empowerment, shared management, managerial 
behaviour, and participatory approaches, are no longer merely words with subjective 
meanings, not normally part of the field of theoretical knowledge; with no known 
strategies for their practical application in cultural heritage preservation. Worldwide, 
there is growing recognition that to train professionals in these new holistic competen-
cies is essential to the development of policies, the effective implementation of political 
programs and to conservation work. 

Training programs now focus on the teaching of how to develop and implement cul-
tural projects, but also on how professionals can contribute to changing scenarios present 
in developing countries. Contemporary cultural entrepreneurship thus demands new 
levels of thinking and planning, as well as flexible, new attitudes amongst profes-
sionals who must consider legal, economic, political, sociocultural, and managerial 
context-related factors before making decisions. These new attitudes are critical to 
the operation and sustainability of projects in the heritage conservation market. 
The purpose of this chapter is to analyse critically the current preservation scenario 
focusing on an example from Brazil, and to highlight the importance of cultural entre-
preneurship as a tool to aid in reconceptualising existing training programs based on 
new teaching/learning approaches. These include, among others, sustainable strate-
gies, transformative education, and local identity reinforcement and cultural meanings. 
All of these teaching and learning approaches have been employed to improve CECIs’ 
(the Centre for Advanced Studies in Integrated Conservation) course curricula in light 
of social and cultural sensitivities. CECI is situated in Olinda, Brazil.

Given increased global demands for entrepreneurship training, CECI broadened 
the curriculum of its postgraduate course ‘Management of Conservation Works and 
Cultural Heritage Restoration’ which it had been offering since 2007 by including 
a cultural entrepreneurship unit. Over time, the course had undergone several reviews, 
based, at first, on critical insights offered by research findings (Penna and Tinoco). 

Karla Penna
Jorge Tinoco

Elisabeth Taylor
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		  Conservation education
The concept of conservation education in cultural heritage has evolved contin-
ually throughout recent decades, along with the definition of the skills and knowl-
edge required in conservation (Cather, 2000). Over this period, the United Nations 
Educational, Scientific, and Cultural Organization (UNESCO) and the International 
Council on Monuments and Sites (ICOMOS) have made dozens of international 
recommendations since the Athens Charter (1931). These have attempted exhaustively 
to adjust aims, methods, concepts, and approaches to modern social dynamics and, 
more recently, to local cultural contexts and resources.

It is our understanding that conservation education has the daunting task of ‘preparing 
professionals so that they can identify issues, use a holistic approach, critically analyse 
and solve problems, plan, develop, implement, and manage strategic solutions, take into 
consideration local cultural pluralism, respect the contribution at all levels of other 
professionals involved in conservation/preservation initiatives, and have a flexible yet 
pragmatic approach based on cultural consciousness, sound judgment, and an under-
standing of the communitys’ needs’ (ICOMOS, 2003). It not only sounds impossible for 
any single human to absorb this knowledge all at once. From our perspective, it truly 
seems unfeasible: training may not provide all the knowledge needed, however it is 
essential for alerting professionals that ‘being’ a conservationist goes beyond a set of 
technical abilities. Moreover, it is about respecting the historical and cultural mean-
ings of societies not just about buildings – it is effectively about people.

Cultural heritage sites are created by societies and reflect the varied social, cultural, 
and economic conditions of different periods of the past. Work on such sites, there-
fore, requires interdisciplinary, multidimensional education that includes sensitization 
and training of the various actors participating in protecting and conserving a specific 
cultural heritage site (ICCROM, 2010). Standards, principles, and ethical practices 
in conservation education are relative and not universal. Conservationists thus must 
respect local cultural contexts and promote integrate management attitudes with con-
temporary social, cultural, and economic goals.

Recognizing that sustainable development relies on culturally oriented strategies, 
Zancheti (2014) has identified three main challenges faced by preservation educators: 

(1)	 a shift in the disciplines’ empirical paradigm from scientific objectives to a post-
modern, cultural approach; 

(2)	 decision-making processes that involve many stakeholders and that search for 
a balance between new and traditional knowledge, techniques, and materials in 
diverse cultural contexts;

(3)	 the renewed emphasis on a conservation ethic for professional practice.
 
In addition, cultural heritage is both tangible and intangible. It is simultaneously linked 
to identity and based on shared appreciation. It considers not only historical traditions 
but also contemporary expressions of the new social and cultural practices required 
by contemporary life styles (Lakerveld & Gussen, 2009). Moreover, since culture and 
heritage are part of peoples’ daily lives, an important issue is to establish: what is 
heritage actually? Who defines heritage within the new context? (Zancheti, 2014)
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		  Entrepreneurship: An expected, necessary Attitude
Because cultural heritage is broad, complex, and multiform, its management demands 
both a comprehensive understanding of the spirit of places (ICOMOS, 2008) and 
a new perspective taken by conservation professionals. To undertake successful heritage 
preservation projects, and policies, cultural preservation professionals are called upon 
not only to intervene in material restoration but also to deal with the pluralistic political, 
economic, and sociocultural contexts of historical sites. Entrepreneurship has been 
identified as the engine of successful cultural projects. An entrepreneurial attitude 
defines the success or failure of many cases. For this reason, entrepreneurship seems 
essential to be included in heritage education as a vital part of competency-based 
learning. Consequently, learning becomes a journey of discoveries and initiatives in 
dealing with things and people (Lakerveld & Gussen, 2009).

Entrepreneurship is a necessary quality for those who are aware that, currently, imple-
menting projects of any kind is impossible without innovation, the courage to take risks, 
and a holistic approach to identifying, seizing, or creating opportunities. More than a skill, 
an entrepreneurial attitude is to believe that one can accomplish projects and lead 
teams towards common goals seeking to change current situations where many 
societies are plagued by extensive economic contrasts. In this case, the project goals 
often include sustainable development of favourable economic conditions, improve-
ment of peoples’ quality of life and socio-environmental conditions. In addition, entre-
preneurship ought to be viewed as a combination of technical expertise, knowledge of 
appropriate legal frameworks, entrepreneurial behaviour and the ability to persuade 
and attract others — also known as ‘soft power’ (Nye, 2004).

		  The Role of Cultural Educators
Who are (or who should be) the educators of cultural entrepreneurs? Delors, c.s. explained 
in the report ‘Learning: The Treasure Within’ (1996), that education should, in fact, 
convey — in a solid and effective way — more and more knowledge and evolutionary 
know-how adapted to cognitively developed societies, as these are the foundation of 
future skills. At the same time, educators should find and mark references that 
prevent people from being submerged by more or less ephemeral information waves 
that invade public and private spaces and should orientate people in developing individual 
and collective projects. 

Education is responsible for providing maps of a complex, constantly agitated world and, 
at the same time, for enabling the compass needed to navigate through it. Educators, 
therefore, are responsible not only for efficiently facilitating knowledge construction,  
but also for teaching students to use this knowledge appropriately in their field. 
Successful learning relies on successful teaching. For educators, it is their technical and 
methodological capacity, and thus the ability to have a flexible yet pragmatic approach, 
based on cultural consciousness and respect for cultural diversity and its meanings, 
that ideally penetrates all their practical work. Educators’ creative and critical-analytical 
capacities are based on proper education and training, sound judgment, and a sense of 
understanding of the community’ needs (ICOMOS, 1993). Equally, the community of 
learners must be considered - the students for whom courses are intended. For the purpose 
of undertaking a course of cultural entrepreneurship, it is recommended that a student has 
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(at least) basic-knowledge levels of fundamental disciplines (in our case, Portuguese 
and mathematics), interest in learning, and natural skills that can be developed and 
improved during the courses. 

We believe that the main role of educators, whatever the area of human knowledge, 
is to show students various ways to be, to see, to look at, and to know about observable 
and knowable ‘objects’ and concepts. Education has the potential to lead individuals to 
awaken, to feel empowered, and to develop what educators refer to as resilience – 
the ability to bounce back from adverse conditions which is essential to adapt to changes. 

		  Cultural Entrepreneurship and CECI Conservation Training
Until the early 2000s no training course or specialization in conservation and resto-
ration existed in Brazil to prepare professionals in management practices and execution 
of construction projects. This was a time when across the country many restoration 
and revitalization projects were undertaken thanks to the newly created Programa 
Monumenta/Inter-American Development Bank (BID) of the federal government. 
This program overseen by the Ministry of Culture and the BID innovated preservation 
processes by combining restoration and preservation of historical heritage with eco-
nomic and social development. 

To bridge this gap in practical knowledge of Cultural Heritage Restoration a post-
graduate program titled ‘Management of Conservation Works and Cultural Heritage 
Restoration’ was created in 2003. This program was directed at professionals engaged 
in maintenance, preservation, and restoration of built heritage. Since its conception 
the program has been conducted through distance-education-mode using technology 
in a virtual classroom environment. Regular classes are organized in module-form. 
Virtual and practical aspects are combined through technical visits and study tours to 
cities with conservation and restoration projects. This provides students with ample 
opportunities to observe and evaluate on-site problems and situations previously presented 
to them during on-line lectures. The program aims at training professionals in 
conservation management practices fit for work on projects involving buildings of 
high cultural value.

The programs’ broad curriculum scope affords the trainees with tools and knowledge 
needed to manage, implement, supervise, and monitor conservation and restoration 
projects and maintenance services. Each unit seeks to enhance progressively students’ 
professional potential by helping them improve their human, technical, and concep-
tual skills. Popular demand as evidenced by increasing participant numbers for this 
program throughout its 14 years of existence attests to its success (from 13 bapplicants 
isn 2003, until 76 in 2015).

The demand for speed generated by contemporary lifestyles, has resulted in the fact 
that knowledge constructed through traditional master-apprentice relationships has 
become rare or virtually non-existent, which, in our view, affects the quality of teach-
ing and learning in the training of new conservation professionals. Consequently, since 
its first year of existence in 2003, the CECI program has aimed at recovering at least 
in part the traditional, one-on-one approach to transferring knowledge. It encourages 
direct, extensive academic experiences, as well as contact between artisans and pro-
fessionals, thereby ensuring a healthy theory-practice mix of knowledge construction. 
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In training, know-how is developed through continuous, progressively deeper inter-
actions between students, instructors, academics, and experienced practitioners. 
Pedagogically, this ensures the rapid maturation of learning capabilities through 
student-master interactions. 

CECIs’ pedagogical methods are continuously revised and remain open to innovation, 
new concepts, and alignment with local and international discussions. Procedures and 
practices follow these basic features:

a)	 significant value is given to the accumulated experience that each person brings 
or acquires in the training process.

b)	 knowledge and power load associated with decision-makers and workers are 
demystified.

c)	 involvement, commitment, and responsibility of students in interdisciplinary 
relationships through which knowledge is transmitted.

 
An important issue, that the CECI program has had to deal with repeatedly, is that 
some artisans and professionals with only below elementary education levels, have 
limited access to the program. This fact creates a large gap between top-level technicians 
responsible for conservation within restoration projects, and some of the artisans who 
possess knowledge of traditional techniques and procedures. The ensuing lack of dia-
logue between ‘those who think and make decisions’ and ‘those who do and know their 
stuff’ effectively discourages a healthy dialectical relationship between ‘knowing’ and 
’doing’. This theory/practice gap reportedly directly affects the quality of some projects 
which can be verified during technical education visits and study tours when students 
and lecturers visiting construction projects witness first-hand barely - or badly - finished 
works every year. 

Of course it has to be said that a few days in the field when they are in direct contact 
with construction sites will not give students all the information they will need in their 
future professional activities. However, the practice of bringing together theoreticians  
and practitioners has proven to be an indispensable component of the program 
allowing direct ‘dialogues’ between master artisans and apprentices. It is a way to 
encourage a paradigm shift among architects and engineers as well as teachers and 
artisans. The former group discovered that workers have much practical knowledge 
and wisdom, the latter have the opportunity to develop a desire for joining in the ‘doing’ 
and ‘knowing.’

		  The Relationship with the Job Market 
From its seventh year of existence onward, CECI added opportunities for students 
to participate actively in the job market of built heritage conservation positions 
to the management program by including a cultural entrepreneurship unit in  
the curriculum. With the help of experts, students now construct scenarios for work-
ing initiatives by developing conservation plans for specific restoration/revitalization 
projects. This progressive vision of professional specialization has the strategic pur-
pose of meeting a market need for technical mastery and for developing interpersonal 
skills in demand in contemporary societies.
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The idea using entrepreneurship as a tool is to stimulate innovation and add holistic 
understanding of what cultural heritage management requires. In Brazil, people tend 
to seek job stability even when this means low salaries. One of the main dreams of any 
professional is to become a civil servant, a career move subject to a variety of increas-
ingly competitive tendering processes due to the perceived stability offered in these 
jobs. The incessant search for this elusive, professional ‘El Dorado’ has been a relevant 
factor in delays for graduates seeking to enter the job market. Professional training 
programs in architecture and engineering do not include everything the job market 
has to offer in their core curricula or even in their elective units, nor do they exploit 
all the wider possibilities that each individuals’ talents may provide. This is aimed at 
showing students that being an entrepreneur is not a gift from heaven but instead 
knowledge acquired by making an effort.  

A conservationist-planner-manager should know his or her personal skills and 
improve these abilities to make opportunities appear. This is what entrepreneurship 
is for. Skills such as, critical thinking, problem solving, holistic viewing, entrepreneurial 
behaviour, and leadership are now recognized worldwide in academic and professional 
circles as fundamental to the formation of new citizen-professional fields. In reality, 
the survival prospects of these professionals depend on self-direction, innovation, 
creativity, measured risk taking, and adaptability which are important for increased 
employability (OECD, 2010).

		  How can teaching and learning Cultural 
		  Entrepreneurship be improved with new Approaches?
	  ‘…few [educators] have reflected critically on their role as agents 
of enculturation of their own students into a Western modern worldview societies. 
Most are predisposed to reforming established teaching and learning practices in their 
schools and universities from within existing curricular structures, rather than seeking to 
reconceptualise their societys’ educational goals. Why is this? The answer lies in the invisible 
part of the political spectrum where hidden assumptions govern beliefs about the purpose 
of schooling, giving rise to an uncritical belief in a ‘one‐size‐fits‐all’ curriculum for mod-
ernising societies worldwide’ (Taylor, 2013, p 169).

Often, the problems of day-to-day life consume educators so intensely that they forget 
the importance of their role in the social and cultural education of their students. 
New cultural entrepreneurship teaching and learning methods need to be based 
on a more integral, comprehensive paradigm of education (Albert, Bernecker, Perez, 
Thakur & Nairen, 2007). Education for preservation concerns not only students, but 
also the knowledge and synergy generated between teachers, students, technicians, 
managers, professionals, businesspersons, academics, politicians, and local community 
interaction. All actors need to ‘teach,’ ‘learn,’ and ‘behave’ within this new paradigm.

However, choosing to work within this new paradigm is not really an option (yet) 
in Brazils’ education system, whether for elementary, secondary, or higher education. 
Reportedly, to our knowledge, Brazilian education tends to define students using 
pre-established, closed ‘truths,’ rules, and concepts. This approach categorizes each 
person through ‘preconceptions.’ On the other hand, most people find it easier and  
more comfortable to accept dogma already recognized as fact by the majority  
(Freire, 2003). Because of this, it is quite easy to manipulate the ‘intelligent’ (i.e., educated 
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by academia) minority and oppress the majority of the population (i.e., poor people 
with restricted access to education and other basic services), by using partial reasoning 
to induce perceptions and tangible sensations. 

Educators’ view of the world has changed from universal to singular approaches 
(i.e, from absolutism to relativism), where beliefs and reality can be modelled and 
understood through separate sets of parameters (i.e. postmodernism) and where edu-
cators recognize their worlds’ complexity and dynamism, as well as the variety in its 
species and cultures. 

In this context, Jack Mezirows’ (1991) theory of transformative learning has been 
implemented over the last 20 years to a variety of adult education contexts such as 
workplaces, communities, and in higher education. Recently, others have added to 
it theories of wisdom, culture, consciousness, society, feminism, globalization, spirituality, 
sustainability, and so on, to generate an attractive aesthetic, ethical, and spiritual per-
spective on educations’ role. This helps create a more just, peaceful, diverse and 
sustainable world (Taylor, 2013). According to Elias (1997), transformative learning 
is the expansion of consciousness through the basic transformation of worldview and 
specific capabilities of BEING. Transformative learning is facilitated through processes 
consciously directed by the individual learner as to how to access and enjoy the sym-
bolic contents of the unconscious underlying assumptions and critical analysis.

The challenge for heritage education is to develop high quality cultural entrepreneurship 
through key competencies, such as social and civic conscientiousness, cultural awareness 
and appropriation, and the following themes (Lakerveld & Gussen, 2009, pp 18-19):

1.	  Meaningful contexts: students learn to respect local values and practices, as educa-
tors look for meaningful contexts in which students can experience the relevance 
and meaning of competencies acquired in a natural way.

2.	  Multidisciplinary approach: competencies are holistic and, consequently, the ped-
agogical approach needs to be holistic and integrative as well.

3.	  Constructive learning: learning is conceived as a process of constructing ones’ 
knowledge in interaction with ones’ environment, rather than as a process of 
absorbing pre-arranged knowledge. 

4.	  Co-operative, interactive learning: educators help learners develop and construct 
their own knowledge and seek ways to make optimal use of other peoples’ compe-
tencies in their learning itinerary. Cooperation and interaction are both domains 
of learning, as well as vehicles of learning in other domains. This requires an open 
approach in which education includes dialogues between learners and educators 
about needs, goals, choices, and expectations.

5.	  Discovery learning: open learning processes require learning that can be charac-
terized as active discovery, as opposed to receptive learning. This means not only 
that course content should be made available and accessible but also that the way 
of acquiring this knowledge or these competences is more than a process of being 
provided information. Learning should always be embedded in a discovery- 
based approach.
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6.	  Reflective learning: competency-based learning requires an emphasis on learning  
processes. By reflecting on ones’ own needs, approach, progress, results, and 
motivations, students develop learning competencies/strategies in a process of 
‘learning to learn.’

7.	  Personal learning: in competence-oriented theories, learning is conceived as 
a process of constructing ones’ own personal knowledge and competencies. 
Knowledge, strategies, and information only become meaningful if they become 
an integral part of ones’ body of knowledge and competencies. In education, this 
implies that students need to be able to identify with contexts, people, interests, 
and situations that are part of the learning domains in question. 

 
Active learning in realistic situations, in which students have a distinct and valuable 
role, makes the learning process a worthwhile event with outcomes that will prove use-
ful in many other contexts. The process that leads to the acquisition of competencies 
involves three basic elements: motivation, experience, and reflection. Furthermore, 
both educators and students familiarize themselves with the following transformative 
learning qualities (Taylor, 2013):

a.	  Cultural‐self knowing: to more fully understand ones’ worldview (or way of 
knowing, being, and valuing), especially values, ideals, emotions, premises, 
and frames of reference residing in the subconscious - and connected to the collective 
unconscious - which underlie habits of mind, constitute cultural/individual identity, 
and govern social inter/actions

b.	  Relational knowing: to understand and appreciate the value of reconnecting with 
the natural world and with culturally different others’ ways of knowing, being, 
and valuing in the world

c.	  Critical knowing: to understand how economic and organizational power has 
historically structured sociocultural reality—especially, class, race, gender, 
and the conventional scientific worldview—and thus governs (i.e., controls, restricts, 
limits, and distorts) identities and relationships with the natural world and with 
culturally different others

d.	  Visionary and ethical knowing: to envision through idealization, imagination, 
and dialogue with culturally different others what a better world this could/should be

e.	  Agency knowing: to realize that contributing to making the world a better place 
is feasible, desirable, and necessary and that one has the capacity and commit-
ment to do so.

		  Words of Caution and Reassurance
Transformation is dependent on the individuals’ construction of knowledge. Moreover, 
this knowledge has to be viable i.e. it has to fit within the pre-existing knowledge, values, 
and lifeworld of an individual for it to make a difference. Learning from a constructivist 
point of view is always an active process that fully involves the individual unlike 
the passive knowledge transfer envisioned by behaviourist’ approaches. 

Transformative education is by definition firmly grounded in the critical construc-
tivist paradigm which puts the onus of learning – in this case, transformation - into 
the hands of the learner. ‘If Mezirow was right and changes of our attitudes and values 
are the result of transformative learning then this means that transformative learning is 
dependent on our ability for critical self-reflection’ (Taylor, 2009, p. 358). Consequently, 
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the transformative educator is a facilitator of learning, who offers a wide range of 
learning opportunities that allow individuals to transform themselves. Transformative 
learning theory originates in constructivist adult learning theory which tends to view 
adults as competent, self-directed learners who continuously make decisions regarding 
their own learning (von Glasersfeld, 1990, 1995; Mezirow, 1991; Taylor, 2009).

We envisage that transformative curricula indeed have the potential to greatly enhance 
heritage preservation training programs, due to the emphasis on the combination of 
active theoretical and practical knowledge construction, professional integrity through 
values, development of resilience and a holistic awareness of social and cultural factors 
impacting their work.
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		  Abstract
Lean start-up methodology has transformed the entrepreneurship education field in 
recent years (Blank, 2013). With its emphasis on up-front iterating and testing of new 
venture ideas, using a business model canvas (Osterwalder & Pigneur, 2010) - as opposed 
to developing expansive, front-end business plans - entrepreneurship education has 
been revitalized into a major thrust for university educators and students alike (Morris, 
Kuratko, & Pryor, 2014). Traditional entrepreneurship methods emphasized a rational 
and linear approach to entrepreneurial formation (Read, Sarasvathy, Dew, Wiltbank & 
Ohlsson, 2011), often assuming start-up companies were just small versions of larger, 
more established firms (Blank, 2013). Based on research in recent years, principles 
from lean start-up has brought greater alignment between how skilled entrepreneurs 
function in real life, in contrast to how the process has been taught over the decades 
since the mid-20th century (Sarasvathy, 2001).

Despite roots in Silicon Valley (dominated by engineers and software developers), 
lean start-up principles have been successfully applied to multiple fields and disci-
plines, generating a methodology that can provide guidance to new ventures across 
sectors and industries (George & Bock, 2012), holding promise for the field of arts 
entrepreneurship. Nevertheless, the unique challenges associated with new arts ven-
tures arguably require special consideration in the application of lean start-up principles 
for them to be successfully applied (Colbert, Nantel, Bilodeau & Rich, 2001).

The tension for artists is that lean start-up assumes the product/service which is offered 
to the audience/consumer is negotiable and should be adjusted to suit the tastes of 
the receiver. As will be discussed, this flies in the face of the essential facets of artistic 
vision and creation. The contention here is that much of the lean start-up process can 
still be applied to the situation of arts entrepreneurship, while still keeping the artistic 
vision intact.

		  Lean Start-up and Arts Entrepreneurship	
A fundamental principle in arts management is that such organizations are mission-driven, 
where the defining ‘product’ is in the hands of the artists, as opposed to the marketing 
manager. As such, arts managers necessarily seek out audiences (i.e., consumers) who are 
attracted to the art product, as opposed to developing a product that audiences are 
most likely to desire (Colbert, 2003). This emphasis, which includes not abandoning 
artistic vision for market considerations, has been identified as a defining difference 
between arts marketing and mainstream marketing (Colbert et al., 2001; Wilson &  
Stokes, 2004).  

Stephen B. Preece
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At first glance, this appears fundamentally at odds with lean start-up methodologies 
where the prevailing mantra is to seek consumer input early, adapting the product as 
needed based on research, and thereby avoiding the production of something that 
is ultimately unwanted in the marketplace (Blank, 2013). While this initial principle of 
adapting product to consumer preferences is hardly compatible with artistic vision, 
the contention of this paper is that many of the lean start-up principles can still 
apply—and are in fact all the more essential—meanwhile leaving the ethic and practice 
of artistic autonomy intact. 

We argue that emergent arts organizations must identify the core artistic principles 
that shape and guide their essential offerings, and deem these elements as being 
non-negotiable. However, when considering variables beyond these elements,  
the principles of lean start-up and the attendant search for an appropriate business 
model, all hallmarks of lean start-up methodologies, should be enlisted. Essential 
principles such as: minimum viable product, pivoting, failing fast, and continuous 
learning, are all relevant to business model development (Blank, 2013), and thereby 
can aid in seeking the most effective way the artistic offering can be presented to the public. 

For the arts to thrive in the foreseeable future, creative or even radical innovations 
around business models to accompany artistic ventures will help purge unnecessary 
and outdated practices to keep up with contemporary and evolving tastes, lifestyle 
choices, funding models, and marketing norms. Lean start-up methods offer substan-
tial promise for helping meet those ends.

In broad strokes, lean start-up methodology encourages three major processes, prior 
to actually building a new venture (Osterwalder, Pigneur, Bernarda & Smith, 2014)1:

1.	 evaluate problem-solution fit
2.	 test product-market fit
3.	 formulate business model
 
In order to illustrate each of these principles, a fictitious case study will be introduced here. 

		  Case Example: Chamber Music Society
The example of a starting a chamber music society will be used to help illustrate the lean 
start-up concepts being introduced.

Imagine an arts entrepreneur interested in starting a chamber music society. As a gifted 
youth, Mary chose medicine over music for her profession, though now in mid-life 
as an established physician, she would like to revisit her other passion by presenting 
high-end, professional chamber music in an intimate setting. Her motives include real-
izing beautiful music in her life, contributing to her community, and interacting with 
interesting people (artists and audiences). Her vision includes presenting traditional 
chamber groups such as string quartets, duos with various instruments (e.g., piano & 
violin), piano trios/quartets/quintets, some solo performances, as well as other various 
chamber configurations. 

1 Lean startup tools and methods can also be applied within existing companies 
(see Osterwalder, Pigneur, Bernarda & Smith, 2014)
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Mary has high standards and a well-tuned ear such that she is only interested in music 
of a high level of professional quality. She envisions traditional classical chamber 
music (e.g., Beethoven, Haydn, Schubert) comprising roughly half of the music on 
offer, more adventurous moderns (e.g., Bartok, Shostakovich, Britten) making up 
the next quarter, with the last quarter comprised of new music by living composers.   

With this artistic vision, Mary presents a chamber music offering similar to what 
might be found in a variety of other urban settings (though program weightings and 
emphases may vary). Numerous unknowns exist at this point including where this 
offering might take place, how much it would cost, when performances would run, 
target audience, etc. Once the core vision has been established, the recommendation 
is to hold off on determining some of these points to address the first important step, 
that being value proposition development.

Figure 1 The Value Proposition Canvas. Retrieved from: Strategyzer.com

		  Building the Business Model
Herewith we will treat the different business model aspects.

Problem-Solution Fit consists of two sides: Value Proposition on the left, and Customer 
Segment on the right (Osterwalder, Pigneur, Bernarda & Smith, 2014) (figure 1).  
The Value Proposition has three components, including a list of all the products and 
services the value proposition is built around, the gain creators which increase posi-
tive elements, and the pain relievers which remove negative elements in customer lives 
through the product/service. The corresponding customer profile includes the desired 
customer jobs, as well as the reduction in pains and increase in gains customers would 
like to realize as their jobs are met.    
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Value Map. Given the artistic emphasis on artistic vision preceding the marketing 
challenge, it makes most sense to elaborate on Mary’s vision by fleshing out the value 
map starting with products and services.

We have already indicated that live, classical chamber music performance is at the core 
with a number of other key characteristics including: high professional quality; mix of 
traditional, adventurous and new music; intimate setting (good acoustics, close audi-
ence proximity), mix of formats (e.g., solo, duo, trio, quartet), all presented with some 
kind of regularity (nested within a repeatable season).

In our fictitious example, audience gain creators associated with this offering could 
include such elements as: delight associated with fine music performance; catharsis 
within the artistic flow; reward for working hard in the rest of life’s endeavours; 
education around art music; a refined social setting in which to engage friends; a sense 
of artistic community; interaction between audience and artist.

Similarly, pain relievers might include: regret for wasted time; disappointment with 
quality of the offering; feeling of being overcharged; worry about inappropriate 
programming taste. Mary’s offering is hypothesized to increase gains as articulated, 
and reduce or eliminate pains.

Customer Segment. We now flip to the right hand side of the Value Proposition equa-
tion and consider customer segment (figure 1).  The first point is to define customer jobs. 
When attending a chamber music performance the customer is looking for some 
combination of: entertainment; relaxation and stress relief; education; variety/ 
tradition; stimulation, etc. 

For our purposes, customer gains associated with attending a chamber music per-
formance could include such elements as: excitement and anticipation for the event, 
status and cultural standing in the community, topics for conversation, and hedonic 
pleasure, among others.

Similarly, customer pains associated with attending a chamber music performance 
include: cost of admittance, difficulty of parking, risk of disappointment in the program, 
rude fellow audience members, sold out performance, and conflicting events at the same 
time, among others. Mary’s challenge would be to investigate customer segments that 
match her offering.

The arts entrepreneur achieves problem-solution fit through evidence suggesting there 
are large enough customer segments where the jobs, pains, and gains sought (customer 
profile) sufficiently match the characteristics, gain providers, and pain relievers on offer 
(see Figure 1 for the Value Map). It should be recognized that problem-solution fit 
often varies as customers experience the offering under different conditions/contexts. 
For example, experiencing chamber music on a romantic outing, would likely differ 
from experiencing chamber music with family and friends, or with children. 
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The challenge, therefore, is to investigate the possible customer segments that would 
provide a value proposition match. With our chamber music example, the following 
customer segments could be hypothesized. Initially, serious music lovers could be 
identified, possibly including people who experienced such music offerings as children, 
people who play (or have played) instruments, and people who self-identify as classical 
music lovers. With that as a first cut, further identifying potential audience members 
could include life-stage variables, for example the following three groupings: young 
professionals on a date; mid-life parents exposing their children to cultural activities; and 
retirees looking for meaningful leisure events. While valuing classical music in common, 
each of these three groups would have varying jobs, pains, and gains to address for fit 
to occur, often with varying priorities. For example, cost pain could vary substantially 
for each of the three groups, as could risk of disappointment in the program and con-
cert logistics (e.g., seating and parking). 

For an in-depth  investigation into the different customer segments with respect to 
the chamber music offering, identifying the possibility of problem-solution fit, is the first 
step in the process. Here the entrepreneur enters the world of their customers (i.e., 
potential audience members) to fully understand their desire to have jobs completed, 
pains removed, and gains achieved. To do this, numerous creative options exist to 
help the entrepreneur understand audience segments, gaining empathy by assuming 
a variety of possible roles including: data detective, journalist, anthropologist, imper-
sonator, co-creator, and scientist (Osterwalder, et al, 2014). Assuming characteristics 
from these types of roles enables unique insights for each segment, allowing deeper 
understanding into their life patterns, priorities, and preferences.

In summary, the Value Map is analogous to the essence of the artistic vision. The arts 
entrepreneur then must investigate potential Customer Profiles that match up with the 
Value Map. Adequate convergence results in Problem-Solution fit, thus progressing to 
the next step.

		  Product-Market Fit
Once problem-solution fit has been investigated with a defendable value proposition 
aligning with a sufficient number of customer segments, the arts entrepreneur can 
confidently move on to product-market fit. Here is where evidence is gathered that 
audiences are actually willing to pay for and/or attend events that are being proposed  
(as opposed to responding to interviews or surveys, which can be unreliable). In this case 
actual arts experiences are proposed or presented to experiment with actual up-take. 

For our chamber music example, the most direct option is to actually hold an event 
performance and observe the uptake amongst the proposed target markets. Gathering 
data from such an event, investigating customer/audience uptake is key to help shape 
and guide future decision-making. As much as possible, specific information around 
participation amongst specific customer segments will help validate hypotheses 
around the kinds of audience members that will be attracted to such an event. 

Actually holding events is probably the most direct and obvious way to gauge product- 
market fit. However, a number of other options are also available to help gain infor-
mation about customer intentions, preferences, and practices. A variety of prototyp-
ing techniques can help gain early insight into product-market fit. The concept of 
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minimum viable product, seeks to establish some kind of base-line offering that poten-
tial customers can respond to. An example might be to develop a simple website that 
would include video of a chamber music performance, with a description of an offering 
(perhaps even a series), asking people to at least sign up to receive more information, 
or more aggressively to look for pre-payment for a concert or series.

With minimum viable product approaches, it’s possible to experiment with variables 
amongst different target groups. Things such as pricing, timing, location, program, and 
so on, can be manipulated to look for variation in uptake amongst different audience 
groups. In this stage, the goal is insight towards the broader objective. The arts-entre-
preneur can expect substantial ‘failure’ of ideas, guesses, or hypotheses around how 
potential audiences are anticipated to behave. If produced cheaply and without sub-
stantial investment, these experiments yield insights that help move the finished product 
towards a stable, repeatable and sustainable offering.

In summary, Product-Market fit seeks to test the proposed Value Proposition using 
data from actual experiments to validate hypotheses around how audience members 
will behave. The key here is to get some kind of support data for these postulations. 
In the event they are not supported, this can be considered progress (despite the initial 
feeling of failure) as it enables the entrepreneur to regroup and rethink their position, 
and then test again. Such data will ultimately provide confidence to stay motivated and 
move further with the idea towards a fully- fledged business model. 

		  Business Model Formation
With sufficient evidence for product-market fit, the arts entrepreneur can confidently 
move towards business model formation. While value-proposition fit presents 
the starting point, business model options can often make or break the viability of 
the overall entrepreneurial venture. This is particularly the case for arts organizations 
where so much depends on a broader set of community stakeholders who can contribute 
to arts venture viability.

Figure 2 The Business Model Canvas. Retrieved from: Strategyzer.com
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At the business model stage, value proposition is placed within the broader organiza-
tional context including an articulation of key activities & resources, spelling out cus-
tomer channels & relationships, considering partnerships, and finally, weighing cost 
and revenue streams (Figure 2). Some question the Business Model Canvas for its lack 
of unique conceptual contribution (Eppler & Hoffmann, 2012). Nevertheless, the value 
of the canvas lies in the ability of the entrepreneur to conceptualize the entire start-up 
puzzle and consider its interconnected pieces (Blank, 2013), as well as consider the essen-
tial relationships that will enable sustainability. 

Arts organizations occupy an important place in society, contributing to the commu-
nal fabric. As such, it is critical to embed the organization as much as possible into 
community. This impacts the shape of business models on a number of fronts. For 
example, in many cases key resources can be donated for free or provided at a reduced 
cost, given the socially generative status of the arts organization. Similarly, partner-
ships can often be formed with the intent of piggy-backing on the goodwill that arts 
groups generate. 

Early stage arts organizations also need to choose wisely the key activities they choose 
to take on, always delegating any activity they possibly can as a way of simplifying 
their operations and potentially reducing cost, stress and complexity (Preece, 2005). 
Integrating with partners and other stakeholders can have a dual benefit, firstly relieving 
the organization from a particular set of tasks, but also having the benefit of involving 
more people in the activities of the venture; an added benefit can be the ability to draw 
on outside expertise, specialized to the task.

Customer relationships will depend on individual customer segments, and may vary 
substantially by age and the degree to which audience members are technologically 
oriented (i.e., ‘digital natives’). Many arts organizations are utilizing technology to animate 
their offerings and creatively engage people through digital platforms. Similarly, social 
media marketing and promotion can piggy back on established networks creating 
widespread reach with relatively little cost or effort. Regardless of the vehicle (web, dig-
ital, physical or otherwise), when it comes to relationships, arts organizations need to 
be sure to weigh heavily on the side of differentiating their products based on the joy they 
bring into people’s lives (i.e., creating delight) and doing so through exceptional pro-
gramming, but also maintaining that sense of both anticipation and memory around 
the offerings (Preece & Johnson, 2011). 

Channels deserve special consideration, with particular care taken on determining 
the best possible venue for the artistic offering. Venues represent so much to the offering, 
forming the context and functioning as the face to the audience. It can represent pro-
duction values, convenience, sight lines, comfort, and so many other things, ultimately 
becoming the artistic home for the art.

Finally, both costs and revenue streams need to be projected and balanced with respect 
to proposed offerings. Once overall business model components have been considered, 
it’s possible to assign related revenue and cost numbers to each, resulting in a pro 
forma income statement projection. This spreadsheet provides connecting logic for 
the overall model, indicating areas where fixed and variable revenues and expenses 
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may interact. If inflows and outflows are substantially out of balance, consideration 
of radical alterations to the original business model may be necessary. Less dramatic 
imbalances will necessarily require more iterative considerations.

		  Building our Case
An example of business model design for a chamber music society could be as follows. 
Starting from scratch (in the absence of major start-up funding), the initial goal would  
be to look to community players to contribute essential resources to the cause. Such 
resources might include website development, poster & flier design, legal & accounting 
assistance, and so on. Aside from being time intensive for the entrepreneur, this element 
of community engagement through contributed resources both provides the services 
sought, but also—or perhaps more importantly—builds a foundation of excitement 
and anticipation for the emerging arts venture in the community.  In short, building 
on the excitement of a chamber music society, people from the community will pitch 
in to help get the venture running. 

As an example, recognizing mutual interests, the local symphony, public schools, and 
conservatories, could all see possibilities for cross-promotion, and providing links to 
music lovers. As for channels, it might be possible to present in a church for little or 
no rent, if the interests of the congregation were simultaneously met, with little cost 
to them. The benefits of a shared space would greatly enhance the viability through 
simplicity and cost savings. Finally, financial projections would need to assess the pos-
sibilities for paying artists of the calibre desired. With the prospect of ticket revenues 
not covering artist costs, the arts organization needs to recognize the opportunity of 
capitalizing on community benefit and look to narrow the funding gap with grants 
and sponsorships. Initial financial projections will necessarily require creative juggling 
of: various operational options, financial resources, mutually-beneficial partnerships.

Summing up, in arts start-up mode, business models typically need to be radically 
evaluated and improvised, to piece together a venture puzzle that has a chance at 
viability. With the confidence coming from a rigorous Value Proposition evaluation, 
and evidence indicating Product-Market fit, creatively building the appropriate business 
model context around the artistic offering is a critical step towards launch and viability 
into the future.

		  Key Points within the Start-up Process
This paper demonstrates the power of lean start-up methodology for new venture 
creation in the arts sector. Recognizing the inherent characteristics of arts organi-
zations, lean methods—including value propositions, problem-solution fit, product- 
market fit, and business model creation—are adapted to the unique challenges of these 
organizations. Recognizing these important variables, the arts entrepreneur is then 
able to utilize the substantial benefits associated with lean start-up. This next section 
reiterates some of the key points in this process, while also discussing important sup-
plemental principles.
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a.	  Establish the Core
Artistic vision is paramount for arts organizations. Defining a clear sense of 
purpose, identity, and reputation provides unequivocal signals for stakeholders 
to attach to and bond with. In this process it is also important to delineate bound-
ary definitions for what is the core, recognizing negotiable and non-negotiable 
actions, activities and associations that accompany those definitions. This provides 
two important areas of consideration. The first is to define where the greatest 
core strength comes from and being sure to give that the proper attention and 
resources necessary to achieve the most important aims. The second is to signal 
non-core areas of flexibility, compromise and creativity.

b.	  Stay Flexible and Experiment
As arts organizations adapt to contemporary audience preferences, funding 
structures, and granting patterns, it’s possible to engage in radical creativity when 
it comes to presenting the arts using lean start-up and business model canvas 
approaches—without ‘selling out’ or compromising the ‘core’. Such actions will 
arguably be necessary to keep arts organizations viable for contemporary audi-
ences and contexts. In contrast, many arts groups have the danger of falling into 
patterns of presentation that may have persisted over time, confusing them as 
being essential, while in fact not being part of the core offering. Missing this point 
keeps established institutions stuck in the past, while newer, more nimble start-
ups re-think, re-envision, and re-vitalize arts presentation. 

c.	  Community Goodwill
A key component for staying vital is recognizing the value of the arts to our com-
munities and then exercising on that value. A variety of stakeholders are thoroughly 
invested in the success and well-being of arts in our midst; lean start-up and 
business model canvas methods help facilitate this engagement. Allowing them 
into the flexible and negotiable operations of emerging arts organizations enables 
opportunities for investment, engagement, excitement, anticipation and pride as 
the arts venture takes root and grows. Not making these overtures risks isolation, 
limited resources, and detachment—characteristics that will ultimately result in 
unsustainable art into the future.

d.	  Non-linear Progression
The new venture creation model has been presented as a linear, subsequently pro-
gressive process. While there are good reasons to suggest a disciplined progres-
sion through this process, the reality is that new arts ventures will progress in  
a much more organic and sometimes chaotic fashion, potentially moving back and 
forth between stages. This is very much in line with the more realistic assumptions 
inherent in lean start-up methodologies (Blank, 2013). The most important con-
sideration is to not skip essential steps as short cuts to disciplined implementation.

		  Conclusion
The overarching message of this essay is that lean start-up methods, while needing 
adaptation, are very appropriate - if not essential - to the processes surrounding arts 
entrepreneurship. While some would argue lean start-up does not belong in the arts in 
that it would corrupt the principle of artistic integrity, this paper shows that perspec-
tive to be narrow and not valid once important adaptations are made. Further research 
will be necessary to validate this claim, and this will be possible as more arts entre-
preneurs are exposed to the relatively new principles of lean start-up methodologies. 
Issues to be on the look-out for will be how flexible arts managers can be, once the core 
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values and mission are established. Too often arts administrators confuse long-standing 
patterns (‘the way we have always done things’) with what is actually essential about 
the art and how it is presented and received.

This essay also holds substantial promise for arts entrepreneurship education. The adapted 
approach to lean start-up means that educators and students in arts entrepreneurship 
will be able to participate in evidence-based, new venture creation activity which has 
seen exceptional growth across campuses virtually across the world. It is important to find 
this common ground in order for arts entrepreneurs to benefit from the broader prac-
tice of new venture creation, whenever it is appropriate. To conclude, lean start-up 
methodology holds great promise for nascent arts organizations. Adapting lean 
principles to the unique challenges inherent in cultural offerings provides a viability 
framework that can greatly improve the potential for longer-term viability, while also 
enabling adherence to core artistic vision.
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		  Abstract
In 2012 started the work of the Creative Industries Node, an entrepreneurial support  
project funded by the National Agency for Entrepreneurship and Innovation (CORFO) 
in Chile and run by the Universidad San Sebastian Business School in the city of Valdivia, 
in the Southern part of Chile.

This project began with a gap diagnostic which pointed at the lack of business man-
agement skills and knowledge within the creative industries. Creative businesses and 
cultural entrepreneurs show a sub-optimal conduct within their projects, which limits 
their ability to promote both innovation and development. 

Based on this analysis, sectorial needs and requirements have been identified. An inten-
sive training program for professional cultural entrepreneurship has been developed, 
called Innovuss. It covers four training modules: creativity and innovation, business 
modelling, marketing, and oral communication; aimed to strengthen the business 
development of the participants through a one-month process. 

This paper presents this community based training program, focussing on sectorial 
innovation for active creative entrepreneurs in the Southern region of Chile.

		  Introduction
	 ‘The creative and cultural industries constitute one of the fast-
est-growing sectors globally. The sector is forecast to play a bigger role in coming years. 
If the countries of the Americas are to achieve a balanced, high-growth economy, it is vital 
that the key strengths of businesses in the creative sector are nurtured’ (Inter American 
Development Bank, 2013, p. 3).
 
According to the Organization for the Economic Co-operation and Development 
(OECD) both creativity and culture can be regarded as relevant factors in develop-
ment at a personal level, but especially at a societal level. ‘They are a driving force for 
economic growth, are at the core of ‘glocal’ competitiveness in the knowledge society and 
shape territories and local economies in a way which is both innovative and creative’ 
(OECD, 2005).

The international body affirms that the ability to bring to the forefront and spread 
values and references offered by cultural activities can make an outstanding support 
in development processes. This contribution makes possible that individual and com-
munities plan their future, design new initiatives and collaborate in finding solutions 
(OECD, 2005).

Guillermo Olivares Concha
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Dos Santos (2008) has set an important emphasis for mid-income countries like Chile. 
The Brazilian expert notes that poverty has remained as an important and unsolved 
matter in developing countries, especially in those depending on commodities. In spite 
of the efforts made to redefine industrial strategies in this type of countries, they lack 
of productive diversification. It is difficult to build a feasible development based on 
local realities and scarcities in labour, infrastructure and investment.

		  The Planning Context
In 2007-2008, the Región de los Ríos1 started a process to define its development strat-
egy towards 2019. The objective of this planning tool is to generate the conditions and 
the environment to foster prosperity in the region by improving quality of life to 
its inhabitants. The creative economy, which is assessed at a national scale, is seen as an 
emergent sector with an incipient development but a considerable potential of growth 
with a medium-sized state effort to achieve competiveness (CNCA, 2014).

The region capital, Valdivia2, located 800 kilometres south of Santiago, the national 
capital, has developed a strong identity as a university and cultural pole in the south 
of the country. It holds the Universidad Austral, one of the top five universities in  
the country, and is also hosts the most important film festival in Chile and is head-
quarters of important events on classic music, jazz, theatre, dance, rock, etc. This identity, 
has been developed from the touristic tradition founded on its heritage; the Mapuche3. 
The Mapuche were of the most important first nations in Chile; they consis of Spanish 
and German immigrants, and of course Chileans, which surpassed the regional frontiers, 
generating an image of cultural capital in the southern region of the country. 

In 2013, the national arts council (CNCA) conducted a national mapping study on 
creative industries, oriented to assess the state of the art and its overall behaviour in the 
whole country. This mapping process, based on a multidimensional analysis (labour, 
education, infrastructure and public funding) also provided data on the regional activities. 
The Region de Los Ríos is part of those regions that hold less labour, less infrastructure, 
less economic activity and less creative education supply (CNCA, 2013). 

A regional mapping conducted earlier in 2011 provided information about the creative 
economic activity in the region, as a first attempt to describe the creative contribution 
to local economy. Among the data collected, the research concluded that the creative eco-
nomic activity in the region accounted for 0,3% of the regional total sales. In labour, 
however, 5,9% of national employment corresponds to creative workers and, at a regional 
scale, this figure is even higher (6,1%). 

1 The Región de los Rios is one of the 15 administrative divisions in which Chili is divided. 
It was created in 2007 and it counts 369.000 inhabitants. 
 

2 The city of Valdivia has 140000 inhabitants
 

3 Mapuche means People of the Land in mapudungun, the mapuche language.  
This indigenous group currently lives in central-south Chile and south-western Argentina, 
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Creative Labour	 Total Labour	 Creative Labour 	 Employment Rate

Regional (Los Rios)	 8228	 134071	 6.1%

National	 409406	 6914037	 5.9%

Concentration rate in the region	 2.0%	 0.7%	

Table 1 Comparative chart on creative and total labor rates at  
a regional and national scale (2011) Source: CNCA

At the regional level, the local mapping study observed that creative labour has been 
mainly performed by university graduates (IDEE, 2011). In contrast, the region has 
scarce educational offerings in creative professions. To a certain extent, this apparent 
contradiction is due to the positive image of especially its capital Valdivia; conditions 
that appeal to creative talent and labour. Several surveys include the city among 
the best places to live/study/visit in the country.4

Within this context, a competitiveness program on creative industries is initiated. In order 
to foster the local creative sector as an economic pillar in regional development, a baseline 
study is executed.  One of the most important findings is the need to improve the man- 
agerial skills and innovation management in the creative sector. Based on this analysis, 
CORFO funded a project aimed to deliver technologic transferences of innovative 
solutions and managerial tools to improve competitiveness and, as a consequence, to 
improve the development of cultural and creative businesses and projects. This project 
called Nodo de Industrias Creativas (Creative Industries Node), commenced in 2012. 
Its intention is to improve the result of cultural and creative businesses by means of 
training, counselling and support in an initial group of 20 entrepreneurs. 

		  Fundamentals
One of the main findings in the research of creative and cultural entrepreneurship is 
that entrepreneurs show a lack of skills in management and business-aspects (Power and 
Jansson, 2006).

In Chile and, to a great extent in Valdivia, cultural entrepreneurs’ lack of abilities 
obstructs the economical results. In general terms, creative entrepreneurs exhibit 
some generic notions about ‘free trade agreements’ or ‘world heritages’ condition’, how-
ever this knowledge is not regarded as opportunities in terms of arts practice or business 
(Santiago Consultores, 2006). This assessment on cultural entrepreneurs in Chile 
states confirms the lack of skills to visualise the business or economic dimension in 
their disciplines, a lack of a clear marketing strategy, and few links to private entities 
to obtain sponsorship. In addition, a lack of professionalism and abilities to manage 
resources can be noted, especially in business and project design. During the design 
of the project on creative industries in Valdivia (Dalberg consultancy, 2009) a ‘gaps 
map’ is created, sketching a possible favourable environment for cultural and creative 
entrepreneurship.  Among the four main gaps, the study pointed at the development 
of talent in managerial and business skills.

4 E.g, a survey called Barometro Imagen Ciudad,  conducted by Vision Humana (2014) ranked the city in 
4th place among the best Chilean cities to live. The Urban Quality of Life Index 2014  (Intermediate Cities) 

ranked the city 5th in the country



325Cultural Entrepreneurship in Theory, Pedagogy and Practice

P
R

A
C

T
IC

E

Professional short-term training for cultural entrepreneurs 
in Valdivia, Chile Innovuss Program

		  Design, Validation and Implementation
With this context in mind, we started to define a training program in cultural entrepre-
neurship. As previously indicated, the project Creative Industries Node began its work 
in 2012. The program started with a group of 20 entrepreneurs from micro-com-
panies5, committed to participate in a training plan on managerial and innovation skills. 

At the beginning, the project-team designed and implemented a technology audit, 
whose aim is to know the level of business development and internal organization 
in the projects and entrepreneurs participants. This activity provided a significant 
amount of information to perform both an individual and a collective diagnostic that 
allowed the project to visualize the most important gaps. If one applies the entrepre-
neur equation proposed by Drucaroff (2006) to this diagnostic, the outcome is that 
the weakest stages in the development in cultural and creative entrepreneurship are 
both analysis and strategy, especially in innovation management. The audit revealed 
that creative entrepreneurs often connected directly their creativity to action with no 
analysis and strategy to prevent or minimize mistakes and failures.	

	 CREATIVITY 	 + 	 ANALYSIS 	 + 	 STRATEGY	 + 	 ACTION
 
 
 
Figure 1 Entrepreneurship Equation. Source: Drucaroff (2006)

 
The project provided an individual counselling service to participants, offering an addi-
tional possibility to identify the main concerns and issues for their business development.  
A part of the project team offered support and advice on business model design and 
marketing, allowing to confirm the need to improve managerial skills, as well as those 
related to innovation and marketing.

Based on the information provided via the technological audits and counsel meetings, 
the team evaluated the results and designed a program oriented to deliver intensive 
short term training on current entrepreneurship methodologies, in order to improve 
the existing cultural and creative projects, the innovation processes, and the analytical 
skills regarding the current state of their business. 

The design is summited to a double validation filter.  First, CORFO, the funding body, 
evaluated the results obtained from the different audits. It resulted in a designated plan 
to teach entrepreneurship techniques to creative entrepreneurs. It validated the program 
as a micro incubator for cultural and creative projects; emphasizing the support of 
business ideas as a concrete way to help entrepreneurs to grow. The second filter is 
executed by the creative entrepreneurs involved. The program is summited to the par-
ticipants’ approval. 

5 According to the technological audit these original participants originated from several sectors;  
design, music, crafts, software, architecture.
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		  The Structure of the Program
The program, called Creative Project Acceleration Program, branded as Innovuss6, 
is planned to support creative businesses from the initial stage of idea. Due to the tight 
schedule of the participants - mainly entrepreneurs and independents workers, who have 
not enough time available to attend extended class modules - the program is designed 
as an intensive and focalized generation and acceleration of new creative businesses 
(Olivares et all, 2014). It holds a series of 4 short modules, a collaborative workshop 
and a permanent support by the staff-team. This training program aims to improve 
the participants’ skills, and train them to prepare new projects, to market them and to 
pitch them before customers, investors and/or public funding bodies. Originally, 
the program is designed to be implemented a short period of time. However, due to 
the interest of entrepreneurs and the lack of learning opportunities in creative meth-
odologies, the team developed a second and a third version, adding the number of 
participants to 75 per session, over 3,5 times the original numbers planned. 

When implemented, the program started with a call for entries of business ideas 
through an online form inviting entrepreneurs to propose projects to be assessed by 
the team. After a review, much-promising application were followed-up by a personal 
interview, aimed to evaluate the entrepreneurial skills. When admitted, the short term 
training in creative entrepreneurship followed. The applications process allowed the 
receipt of business ideas from different sector such as design, visual arts, music, traditional 
gastronomy, cultural tourism, software, communications and publishing, crafts, archi-
tecture and cultural management. During the one-month training, the participants 
took part of a series of teaching modules with experts in every field, completed with 
a number of counselling sessions.

After a number of trial sessions the program Innovuss included different phases:

1.	 Module 1: Design Thinking
2.	 Module 2: Business Model Generation
3.	 Module 3: Marketing
4.	 Module 4: Elevator Pitch

The course starts with Design Thinking; ‘a discipline that uses the designer’s sensibility and 
methods to match people’s needs with what is technologically feasible and what a viable busi-
ness strategy can convert into customer value and market opportunity’ (Brown, 2008,  
p. 86). This workshop offers innovative techniques to develop creativity in finding 
solution to customers’ problems. Frequently, within the cultural and creative profes-
sions the focus is inside oriented; ‘our’ or ‘my’ work, with not much attention focussed 
on audiences or customers. This workshop promotes a change in the point of view in 
the process of designing products/services.

This workshop iss presented to applicants as a tool to create value in developing goods, 
services and creative experiences. It is thought as a technological transference, whose 
objective is to help entrepreneurs to create new projects by generating innovative 
ideas, research strategies, design process, and also by fostering them to think out of 

6 The name emerges by combining the word Innovation and an acronym  
for Universidad San Sebastian, USS.
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the box. The aim of this module is to offer a new perspective to design new products 
or services in cultural context, with a special focus on - current or eventually future- 
needs and wishes in cultural consumption. It is commonly assumed that creative sector 
is permanently creative; however the findings in the technologic audit contrast with 
this extended view, especially when creative work become a daily routine.  This module 
delivers tools to facilitate the innovation process in every project to generate new cre-
ative services or cultural goods

The second module offered is Business Model Generation (Osterwalder and Pigneur, 
2010), which is a tool where one can find all the aspects involved in a business, even 
in a non-profit cultural project.  In words of the authors ‘a business model describes the 
rationale of how an organization creates, delivers, and captures value’ (Osterwalder and 
Pigneur, 2010). This is a tool that offers a simplified way to describe visually a business, 
especially to those with no training in management. It is also a method to add value to 
a project, by means of visualizing what the customers segments are, and what the prop-
osition values have to be delivered to these segments. It offers a visual method, easier 
to handle by those entrepreneurs in cultural and creative industries. In a one-sheet 
diagram, participants define all main factors involved in their businesses. In addition, 
it offers a proper and professional advisory, improving the concepts by visualizing new 
factors that have remained out of sight.

The third module is Marketing. Yet, it is not offered in the traditional meaning of 
advertising a product and services for sale. In the words of the creative consultant 
David Parrish, it is ‘about designing your business with markets in mind. Strategic marketing 
focuses on choosing the right customers to buy your products, before you start to do any 
selling’ (Parrish, 2014, p. xi).  The aim of this module, paraphrasing Parrish, is a com-
plex and integrated process oriented to go in depth into the knowledge of the business, 
to evaluate its position in a market occupied by competitive actors and make connec-
tions with the appropriate customers. ‘Strategic marketing is the vital matter of making 
the right products, selecting the best customers, and then managing the relationship with 
those selected customers. It’s about aligning your whole business to the changing needs of 
the most important customers’ (Parrish, 2014).

The program ended with a module on the Elevator Pitch. Participants deliver appro-
priate business presentations before investors, partners, funding bodies and/or customers. 
Presenting ones’ work is identified as a competitive gap, identifying a lack of clarity 
and synthesis in expressing the core elements of ones’ projects. One is in need of a clear 
expression of creative aspirations to endeavour a new project, more than a viable busi-
ness model. In this way, this workshop is regarded as a tool to strengthen the business 
model design in a way to make clear all the main elements involved, facilitating  
the process of communicating to external audiences. This workshop is designed 
in a two-part module. The first one is related to redesign the narrative of the business, 
and the second one is geared to rehearse and perform this new narrative via a test-and-
error approach. The module helps participants to define and arrange a sort of a script 
in which is defined ‘what to say’, trained to manage the body and voice, as an actor 
rehearsing a role to play.
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Concluding, as a transversal work, the project provided a collaborative workshop called 
Minga7 Creativa, in which a group of entrepreneurs were oriented to visualize problems 
at a local scale (i.e. Urban issues) providing ideas to solve them by interchanging their 
different points of views. The purpose is to generate a networking opportunity, but 
also a chance to share knowledge and experiences with other entrepreneurs, providing 
them the occasion to create ideas by constructing collaboratively new ones based upon 
the ideas of others.  This workshop has also been designed as an application period of 
all the other modules, by using the learnt techniques to identify problems and to try 
finding solutions by means of thinking out of the box and trying to define a proposition 
value to users or customers.

As a summary, the program includes four modules, a final workshop and the counsel-
ling services, all aimed to achieve and improve the required innovative skills, to support 
entrepreneurs in the process to build a business, and to perform properly before 
the investors or sponsors.

		  Public Funding
Following the general cultural entrepreneurship projects, Chile created an annual 
schedule for public funding for private initiatives in business and culture, offering seed 
capital that are open to a public application. The core of this funding is to help entre-
preneurs to start or develop a business or, in other cases, to fund a cultural or creative 
project (mostly oriented to the film industry). In advanced stages of the applications 
process, the public funding bodies (CORFO, SERCOTEC8, CNCA9, c.s), require to 
present the business model, a pitch and/or the distribution policy.

During the validation process, CORFO expressed its interest in generate a series of 
initiatives to be presented to funding bodies to create new entrepreneurial projects  
in cultural and creative industries. In this way, one of the additional objectives 
of the program Innovuss is to prepare and support entrepreneurs to apply for public 
funding in order to bring the idea to life as a new business-venture. 

7 Minga is the name of a traditional cultural practice in the South of Chile,  
where local communities work in coordination and collaboration to support their members to 

harvest, to make apple cider, and, especially, to literally move houses across the sea and fields to  
a new location. This physical relocation process has become a communal celebration.

8 Sercotec is the Spanish acronym for Cooperation and Technical Support Service, a public agency 
oriented to support and fund SME’s and micro-companies. 

  9 CNCA is the Spanish acronym for Arts and Culture National Council, equivalent  
to a Ministry of Culture.
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		  CALL FOR ENTRIES/SELECTION

	

		  DESIGN THINKING
	
	

		  BUSINESS MODEL

	

	 COUNSEL SERVICE	 MARKETING

		  ELEVATOR PITCH	 MINGA CREATIVA

		  FUNDING (EXTERNAL)

Figure 2 Innovuss program diagram

		  Results
In order to measure the impact of the program in the community, a qualitative survey 
post-evaluation has been developed. Based on the survey developed, entrepreneurs 
stated that their knowledge of their own business improved by means of considering 
new variables, analysing factors that previously remained ignored to them, such as 
customer needs or value to be delivered (see for a comparison Chris Brown, 2008).  

Another relevant outcome is that entrepreneurs were eager to use the learnt meth-
odologies in their business-activities, with the purpose to improve management and 
innovation in order to become more competitive. 

A third remarkable element in the analysis is that entrepreneurs have developed 
a positive attitude towards sharing their experiences with colleagues. Exchanging one 
other’s experiences is regarded as a lesson to all the participants, and also seen as 
a constructive feedback from others. The collaborative work used to be a tradition in 
the history of Chile. However in business and even in arts, individualism has played 
an important role. In this sense, this project attempts to recover part of this traditional 
grass-root practice.

Another positive result can be identified in the field of funding. Despite the fact that 
it is not mandatory to apply for funding, it is considered to be a success indicator 
for the project. The success-rate in applying to public subsidies, dedicated to start a cul-
tural business or to create a creative project, is considered to be very positive. During the 
program 12 projects supported by Innovuss applied for public funding, with a rate of 
approval of 75%, equivalent to 9 approved projects. These figures cannot be compared 
to any other information, because it is the first edition. However, according to the 
funding body, teaching entrepreneurship techniques to cultural practitioners with an 
applied experience in fund-raising (public or private) is seen as a positive improvement. 
This opinion is confirmed by the entrepreneurs themselves, who expressed their opinion 
about the program. It has been meaningful in terms of helping them to analyse and 
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plan their business-strategy to business. The counsel provided, made them feel sure 
about a business idea; the support made them feel accompanied in the adventure of 
creating a creative business.
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observation And assessment of 
artists-to-be in Lithuania

		  Abstract
Referring to the case study of Lithuania (a post-Soviet Baltic country), this article 
discusses the teaching of social science disciplines in a university-type art school 
(Vilnius Academy of Arts). The article focusses on the possibilities of applying the method 
of PEST (political, economic, social, technological) macro-environmental research, 
when training the skills of environment observation and assessment of artists-to-be. It 
supports them in making renewal-promoting (innovative) decisions in the presence of 
the experienced changes, and supports the development of culture and creative industries.       

The author of the publication makes use of the theoretical insights from the disciplines 
of management (Milena Dragićević-Šešić, Peter F. Drucker), marketing (Philip Kotler) 
and political science (Elemer Hankiss, Ronald Inglehart). The article starts with a descrip-
tion of the changes that are taking place in Lithuania (the PEST environment) during 
the transition from a planned economy to market relations. While referring to the case 
analysis of the Vilnius Academy of Arts (Lithuania), a three-step method (concentration 
of attention, problematic approach and practical application) of practical tasks is presented. 
This supports training the abilities of observation and assessment of the environment 
(political, economic, social, and technological) of artists-to-be.

		  Introduction
Culture management and marketing are the youngest disciplines of social sciences in 
institutions of higher education in the post-Soviet space. The collapse of the Berlin 
wall, the disintegration of the Soviet Union, and the regaining of Lithuania’s indepen-
dence in the late 20th century prompted rapid changes (transition from a centrally 
planned to market economy, integration into NATO and the European Union).  
In the context of these changes society faces a need to understand the logic of  
the course and management of these processes. It is also important for artists-to-be 
who seek international recognition.

While moving from ideological regulation (censorship) of the Soviet period to the freedom 
and variety of creative expression, one has to identify his or her worldview values and 
justify creative solutions. For that purpose it is necessary to know, observe, and critically 
assess the changes that take place in the environment.

Post-industrial knowledge and service society is characterised by a growing belief 
in creative economy and its potential to drive economic growth and promote devel-
opment. It provides empirical evidence that creative industries are among the most 
dynamic emerging sectors in world trade. 

Elonahas Lubytė
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However, in the discussions of politicians and academicians analysing the entrepre-
neurial dimension of culture and the development of creative industries, insufficient 
attention is paid to artists who produce creative products and services, and to the train-
ing of their abilities to adapt to the rapid development of culture and creative industries. 

		  Theoretical Approach
While seeking to strengthen the students’ abilities of self-realization, in theoretical 
classes we look for an answer to one fundamental question, which is of key importance to 
each creator: What does it mean to be an artist today? Referring to the theoretical insights 
of Peter F. Drucker, the attention is drawn to the fact that an artist living and creating 
in post-industrial information society today is a knowledge worker rather than man-
ual labourer, and his creative resources generate added value. In the art world, it is new 
ideas that first manifest themselves as an alternative rejected by the majority.

However, in the long run it becomes recognized and commercially attractive. ‘Today 
a knowledge worker, who is independent of politicians, government, and economic crises, 
must be his own master, and must learn when and how to change. He is mobile and free 
to choose, being the sole master of his own ‘means of production’ – knowledge and skills’. 
Until now, ‘changes are still thought of as death or taxes: they should be postponed as long 
as possible, and they are not considered as something desirable’ (Drucker, 2004).

The Hungarian political scientist Elemer Hankiss confirms that people regard changes 
with distrust. Discussing the response of Central and East Europeans to the recently 
experienced changes, the author refers to the state of the great regression, ‘when people 
are unable to cope with themselves or the world, and as a defence they revert to a chrono-
logically earlier (e.g. childlike) state of mind or behaviour. [..] One of the symptoms of 
this regression is the larval reflex: many [people], in their state of alarm, have shut them-
selves up, crawled into their shell, clammed up; they have no wish to see or hear what is 
going on around them, and having dismissed the outside world [..]. The snail reflex is 
a somewhat milder form of this type of regression. Many of our fellow citizens have become 
supersensitive, cautiously sticking their heads out of their shells only every now and again, 
only to pull back in alarm, touchily and huffily, into the dark, steamy warmth of  
the shell’ (Hankiss, 2007).

		  The Social Dimension
Speaking in terms of management, changes are a social process, in which an individual 
plays the leading role. Its success is determined by an individual’s knowledge, his under-
standing what and why should be changed, his wish and will to change, and his skills 
and abilities showing him how to make changes.

As the ideological regulation of the Soviet period is giving way to a democratic vari-
ety of views, the issue of the values of world outlook of creators is becoming very 
important. Within ‘the Soviet society beyond classes, in which the property is single and 
belongs to all, as well as full social equality’ (Marshal, 1994), the diversity of different 
values based on diversity of interests was not recognized. It must be noted that this 
can be seen as a contradiction to human nature; different people have different needs,  
interests, values; and/or different world-views expressing their desires. When developing 

Elonahas Lubytė
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the present emerging liberal market in Lithuania, the relations go beyond monolithic 
ideological nature, at presence, touching ‘existing and potential buyers of the product or 
service as a whole’ (Kotler, 2003).

Having carried out a quantitative survey of the values of the world population, the polit-
ical analyst Ronald Inglehart (2007) distinguishes two dimensions of changes marking 
the transition from Traditional/Secular-rational values to of Survival/ Self-expression 
values. While looking for a comprehensive measurement of all major areas of human 
concern, major areas of human concern, from religion to politics to economic and 
social life have to be identified. The two dimensions mentioned (Traditional/Secular-
rational and Survival/Self-expression) explain more than 70 per cent of the cross-national 
variance in a factor analysis of ten indicators – and each of these dimensions is strongly 
correlated with scores of other important orientations.

The Traditional/Secular-rational values dimension reflects the contrast between soci-
eties in which religion is very important, and those in which it is not. A wide range 
of other orientations are closely linked with this dimension. Societies near the tradi-
tional pole emphasize the importance of parent-child ties and deference to authority, 
along with absolute standards and traditional family values, and reject divorce,  
abortion, euthanasia, and suicide. These societies have high levels of national pride, 
and a nationalistic outlook. 

Societies with Secular-rational values have the opposite preferences on all of these 
topics. The second major dimension of cross-cultural variation is linked with the tran-
sition from industrial society to post-industrial societies-which brings a polarization 
between Survival and Self-expression values. 

Ronald Inglehart found evidence that orientations have shifted from Traditional 
toward Secular-rational values in almost all industrial societies. Yet, modernization is 
not linear. When a society has completed industrialization and starts becoming a knowl-
edge society, it moves in a new direction, from Survival values toward increasing 
emphasis on Self-expression values.

A central component of this emerging dimension involves the polarization between 
Materialist and Post-materialist values, reflecting a cultural shift that is emerging 
among generations who have grown up taking survival for granted. The Self-expression 
values give high priority to environmental protection, tolerance of diversity and rising 
demands for participation in decision-making in economic and political life. These values 
also reflect mass polarization over tolerance of outgroups, including foreigners, gays and 
lesbians and gender equality.

	 ‘The shift from Survival values to Self-expression values also 
includes a shift in child-rearing values, from emphasis on hard work toward emphasis 
on imagination and tolerance as important values to teach a child. And it goes with  
a rising sense of subjective well-being that is conducive to an atmosphere of tolerance, 
trust and political moderation. Finally, societies that rank high on Self-expression 
values also tend to rank high on interpersonal trust. This produces a culture of trust and 
tolerance, in which people place a relatively high value on individual freedom and Self-
expression, and have activist political orientations’ 
	 (Inglehart, 2008).

Elonahas Lubytė
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In the survey Eurobarometer 69, carried out by the European Commission in 2008, 
the EU countries were compared according to the number of Materialists, Post-
materialists and individuals of mixed world outlook. The obtained results made 
Lithuania stand out. If in the entire European Union post-materialists comprise 
approximately 9 percent; in Lithuania their number is mere 3 percent (i.c. Sweden 
23 percent, the Netherlands 20 percent; Denmark 16 percent).

This small proportion of Post-materialists and the exaggerated emphasis on material 
things is typical of young economies, the countries that did not enjoy long-term material 
welfare and riches passed from generation to generation.1  These kinds of society’s 
attitudes should be related with the model of cultural policy of national emancipation; 

	 ‘This is typical of former colonies and is applied in many post-Soviet 
East European countries (including Lithuania – E. L.). Its basic feature is the establish-
ment and development of national cultural traditions, which had been suppressed by 
colonization or occupation. This often leads to the ‘seclusion’ of culture and nationalism, 
even chauvinism, when all art of the period of occupation is discarded, and the culture of 
the minorities, as well as the already existing or emerging alternative and experimental 
art is ignored. In many of these countries an opposition is formed between a European-
minded minority (national elite) and the majority of the population living in the environ-
ment of traditional culture: it gives rise to new conflicts between the elite cultural model 
oriented to the universal cultural values, and the populist model oriented to national values’  
	 (Dragićević-Šešić, 1998).

Central and Eastern Europe, now entering a new phase of its history, ‘unites 15 countries 
lying between Russia on the East and Germany and Italy on the West, – a territory in 
between Estonia and Greece, with the population of ca. 160 million people, 15 small and 
medium-sized nations, who lived under occupation from 150 to 1000 years. [..] This zone [..], 
with the history rich in bloody catastrophes and a very melancholic present [..], is the youngest 
and most vital part of the Christian West Europe’ 
	 (Pakštas, 2003).

Lithuania is a transit corridor between the East (Russia) and the West (Europe). In this 
scattered territory, open to influences from both sides, with the pressures and pulls 
of different centres, the development of modernity in the 20th and 21st centuries was 
determined by the unique system of viewpoints. In this space, influenced by rather 
contradictory factors, a lifestyle open to influences and changes has developed, adjusting 
to diverse and sometimes mutually exclusive factors. Its distinctive feature is change; 
however, not via alternatives, but rather through obeying the rules of the big centres, 
e.g. the adaptive development of art and culture, when new Western expressions 
emerge here, not in their original shape, but sometimes with some delay caused by 
historical circumstances.

1Incidentally, friendship is very important to a statistical EU citizen.  
27 per cent of the people who participated in the survey confirmed it. 

However, only 13 per cent of Lithuanians associate the feeling  
of happiness with friendship.
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		  Late Modernisation
With regard to this, Lithuania is a phenomenon of late modernisation. The Soviet 
occupation, for half a century, unnaturally stopped the development which had been 
initiated in the 20th century interwar period as a process of synchronisation with 
West European processes of modernisation. ‘Now, over a very brief period of history, 
Lithuania continues experiencing the societal and political pressures of the kind which 
took place over long segments of history in European and American processes of civilisation’ 
	 (Donskis, 1993).
 
The environment is changing faster than the need to analyse and critically assess 
the reasons, the course and the outcomes of the changes. One of the reasons why 
in Lithuania there are not strong traditions of societal activism, is the fact that over 
history, for a long time, vertical ties dominated, those between a master and a serf. 
Lithuanians were peasants, whereas a civil society is a feature of urban rather than 
rural origins. The revival in public life that coincided with the first period of independence, 
in Soviet times became vertical again. A person communicated with a clerk ‘like a boor 
asking for mercy, but not a citizen demanding that his rights be respected [..] Therefore, 
the second national renaissance came to [..] a nation [..] hardly in possession of public 
capital and civic solidarity’ 
	 (Girnius, 1999). 

The liberated nation became scattered, and its citizens, especially, those in the creative 
field, focused on striving for individual goals. This held back the development of con-
ditions for shaping up an actual and decentralised rather than an officially (legally) 
organised system of decision-making in arts management, encouraging the determined 
cooperation between the state and the public and private sectors. In the environment 
of rapid changes, society became fragmented into supporters of renewal, and support-
ers of traditional values (old organisational structures). A tension emerged between 
the following societal groups: on one hand, those open to change and future-driven, 
and, on the other hand, those romanticising the past; otherwise put, between followers of 
established and followers of new methods of management and administration.

		  The artist’s Mission
Some envision the artist’s mission as exclusive, deserving the special attention of the state, 
forgetting what during the Soviet era guaranteed the well-being of obedient artists, 
and long for bygone times. Others, supporters of a liberal and free market, oppose 
the exclusiveness of the creative activities of artists. Among the younger generation 
are some who accept the lessons of Las Vegas. They fulfil the needs of the consumer 
society, and also those who confront them and - following the leftist intelligentsia of 
the West - take a critical stance towards the new post-Soviet capitalism, or focus on the 
opportunities for alternative creative expression, criticising the institutional powers of 
art organisations.

This means that in a small and economically vulnerable country, we are dealing with 
the fact that the inherited centralised system of art development coordination has been 
changing very slowly, mostly without upsetting the former organisational and value 
system. Just as in the late Soviet era, façade or festival culture priorities are in favour, 
emphasising ephemeral events with public exposure, rather than revamping the art 
management system.
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The development of art has still been supported by the state, and at the same time there 
are organisations funded through project-based schemes delegating experts to the expert 
boards of the Ministry of Culture, making decisions on overall funding redistribution. 
By this, the state hardly encourages productive competition between the private and 
the state sectors; moreover, it shelters unequal conditions, thus obstructing the process 
of decentralisation. Subsequently, the communities of creative workers maintaining 
controversial viewpoints, along with private, state and public art organisations,  
in the context of changes but with limited centralised restructured state funds, 
have taken the position of self-defence, deterring the dynamics of renewal.

		  Setting Priorities
Within the actual development, art management manifests itself in the collaboration 
of three elements, the artist, the art organisation and the public. There appears a recip-
rocal relationship between all links in the art management system. Hence, art (works of 
art and services) circulates in the environment not as a product of physical evidence 
(food, clothes, warmth, safety), but rather as a product, or service, responding to the indi-
vidual societal and cultural needs of the human kind. It can be seen as the functions of 
education, representation (belonging) or the economy.

Yet, in the artwork (services) market, two segments of art can be identified: visual 
(alternative, official recognition, commercial success) and utilitarian/applied (single, 
limited circulation, mass circulation) art. 

The access of the artworks (services) to the public (the customer) is guaranteed by vari-
ous art organisations (academic art institutions, museums, travelling exhibitions,  
art galleries, art auctions and the creative industries sector, such as advertising, 
publishing and other enterprises). In the course of the transition, the activities of 
Lithuanian art management are influenced by the external (local, European, global) 
political, economic, social and technological environment.

a.	  Political changes in Lithuania can be associated with its transition from a cen-
tralised (totally dependent on Moscow), one-party (ideologically politicised) 
country towards one with a democratic system, tolerating a diverse political and 
Weltanschauung-driven civil and community creed, encouraging private (business) 
and public (voluntary activity) initiatives, openness and international cooperation.

b.	  Economic changes can be seen in the light of the transition from a centralised 
towards a decentralised system of culture and art development support (arm’s length 
bodies), e.g. regulating taxes, encouraging citizens. 

The Law on Charity and Sponsorship allows the transfer of 2 per cent of a person’s 
income tax to non-profit organisations, and business and public bodies that support 
the development of art and culture. This decentralisation of the state subsidy system 
leads to a redistribution of funds. As a consequence some of the public spending, with 
the consultancy of independent expert commissions, should be restructured via 
project-based funding. State support for artists can be decentralised through project 
funding. Artists can claim funds, by representing an organisation which serves as 
a protector of the foreseen project implementation. This kind of artist support offers 
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them national and government prizes, pensions and grants in two categories. In addition 
it creates the possible acquisition of artworks, conducted by national, state, institu-
tional and municipal museums.

c.	  Social changes can be seen in relation to the unrestricted freedom of the artist’s 
creative self- expression, and the determination by the public as to which artistic 
event should be preferred, and on whether to do support it, if at all. There are laws 
determining the status of the creative artist, and preserving his or her authorial 
rights in Lithuania. 

However, in reality, the situation of a free artist is rather complicated. It can hardly be 
mitigated, even by the favourable tax rates on creative (authorial) agreements, adopted by  
the State Tax Inspectorate (from 1990 to 2002 - 13 per cent, from 2003-2008 - 15 per cent  
and from 2009 – 27 per cent). No provision has been created to make it possible 
to accumulate some of the funds for an old-age pension or health insurance while 
deducting those amounts. In addition, the unbalanced renewal of the economy, which has 
failed to enable the development of a middle class. As a consequence one can identify 
the polarisation between the centre (city) and the periphery (the regions), the unstable  
economic state of the country’s citizens, increasing emigration and the low birth 
rate, etc. do not encourage the consumption of cultural services for non-primary or 
non-subsistence needs.

Herewith, art organisations and the lower end of the media take insufficient care of 
the development of public needs. Narrow demand, especially for pure art, along with  
the erratic adaptation by creative artists to the challenges brought about by the changes, 
boosts the pressures of self-defence among members of the artistic community and 
art organisations.

d.	  Technological changes can be associated with the development of new products, 
services and technologies. New information technologies modify the means of 
expression of artists, art organisations and public communication (for instance, 
web portals of artists or art organisations, e-commerce, simplified international 
cooperation procedures, the digitalisation of the collections in museums, etc). 
Information technologies have also become an instrument of new creative move-
ments (new media art), substantially shifting forms of artwork event organisation 
and presentation (for instance, white cubes in museums are replaced by black or 
dimmed-out space, or hardly transportable three-dimensional artwork is substi-
tuted by the CD format).

		  Analysis of Practical Tasks
To encourage the students to apply the acquired knowledge in practice and train their 
abilities of environment observation and assessment, a three-step method (concentration 
of attention, problematic approach and practical application) of tasks collating with 
the material taught in theoretical lectures is used.
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		  First Step – Concentration of Attention
It is a practical task introducing the PEST research method; analysing political, economic, 
social, technological changes. It is performed in classroom, and the students are 
divided into four teams. Each team is given a task to name the factors of the positive 
and negative (+ and -) impact of one of the four segments of environment. Their presenta-
tions are discussed in classroom.

Before carrying out the task, two figures are discussed. The 1st figure: ‘Portrait of the 
Artist’ (2007) imaged by Helen Blejerman introduces to the students the channels 
of interaction with the outer world (macro environment; government, university, 
media, etc.). The 2nd figure is the PEST scheme of the Lithuanian cultural field com-
piled by the student Andrius Dubinas (2010), which presents the key concepts of 
the task to the students.

Figure 1 Andrius Dubinas  The Lithuanian cultural field PEST  2010

		  Second step – Problematic Approach
Here we offer an individual task, during which the students, acquainted with the texts 
by the theorists discussed in lectures, have to write a two- or three-page essay relating 
their approaches with the local PEST issues. The most interesting projects of the students’ 
homework are presented and discussed in classroom.

A comparison of remarks by the Hungarian political scientist Elemer Hankiss about 
the state of the great regression (larval reflex, snail reflex), are juxtaposed with the 
descriptions of insect life by the 19th century French entomologist Jean Henry Fabre, 
and confronted with the thoughts by the lecturer of the Chair of Photography and 
Media Art of the Vilnius Academy of Arts (entomologist Andrius Surgailis). It discusses 
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the similarities of social insects and artistic communities. Can the hierarchical model 
of social insects and an anthill (queen ant, guards, worker ants, scout ants) be applied 
to an artistic community?

		  Third Step – Practical Application
Either the individual student or a students’-team, when preparing a plan of commercial 
or non-profit art project, have to perform the PEST analysis of the environment 
of the conceived project. The results of this analyses are presented and discussed in 
the classroom. An example; we did a futuristic project of military industry, created in 
preparation for World War IV ‘Stones and Sticks’.2 The students’ task is to set up ‘the com-
mercial sale of stones and sticks of different size, weight, form, and surface texture, with 
the aim to arm the country while protecting safe environment and preparing for future wars.’ 

The student has distinguished the following PEST factors that play a part in the project:

	 Political:
	  - 	 There are a lot of wars, terrorism, and uncertainty. Intimidated people are  
		  making preparations for the future. They collect ammunition, thus causing  
		  a threat to others who will have to defend themselves;
	 - 	 We don’t know which weapons people are going to use in World War III,  
		  but in World War IV it is definitely going to be stones and sticks.
	 Economical:
	 - 	 While expecting a great deal from the future, people will get ready to face it  
		  by investing in a possibility to survive. Or they will take care of their children,  
		  so that the latter would not have to buy weapons.
	 Socio-cultural:
	 - 	 Everyone in Lithuania is still waiting for manna from heaven. In the United  
		  States of America gun sales have increased by 70 %, and sales of general  
		  ammunition by 140 % in the last ten years; 
	 - 	 An investment in the future will venerate the past.
	 Technological:
	 - 	 If a citizen does not have a licence to carry a gun, he can always pretend that  
		  he is only holding a stone or a stick in his hand.
 
The PEST of the project presented by the student reveals his ability to assess the envi-
ronment in a matter-of-fact, critical and self-ironic way. Could it mean that as a lecturer  
I have succeeded in focusing his attention on the observation and assessment of  
the outer environment!?

		  Conclusion
The theoretical insights and research by the political analyst Ronald Inglehart draw 
attention to the fact that the modernisation processes taking place in Lithuania in the late 
20th – early 21st century testify to an uneven (intermittent) and belated transition. 

2 This project was done by the master student of the Chair of Painting of  
the Vilnius Academy of Arts Algimantas Černiauskas  
(a task for the autumn semester of the school year of 2010).
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It is moving from agrarian/industrial society to a post-industrial knowledge and ser-
vice society. In the process, the value orientations have become polarised between 
the large majority of materialists and the minority of post-materialists. 

That is why, with the aim to increase the number of citizens adhering to the post- 
materialist values, a teacher of social sciences disciplines at a university-type art school 
must train the students’ skills of environment observation and assessment. It would 
help them to make renewal-promoting (innovative), decisions in the presence of 
the experienced changes, and promote the development of culture and creative industries.
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Product Development training 
as a tool for empowerment 
in crafts A focus on training 
initiatives in pottery factories 
in the North West province

		  Abstract
A significant number of initiatives have been undertaken by the South African govern-
ment to address key challenges such as inequality, migration, geographic segregation, 
unemployment, sluggish economic growth and poor education issues. Poor education, 
poverty and geographic segregation significantly hinder the chances of attaining formal 
qualification therefore reducing chances of formal employment for those within mar-
ginalized communities.

With the growing need for entrepreneurial development, the craft sector has been 
identified as one of eight key priority sectors to grow the economy and create 
employment. The crafts sector is a sector dominated by women and thus makes them 
visible producers in the value chain. The indigenous knowledge transfer and the general 
low cost of some raw materials and the potential of entering into existing local markets 
are characteristics that have stimulated the identification of crafts production, as stated 
in this article, as a potentially valuable vehicle of job creation.

		  Introduction 
A noteworthy  number of initiatives have been undertaken by the South African govern-
ment to address key challenges such as inequality, migration, geographic segregation, 
unemployment, sluggish economic growth and poor education issues. Poor education,  
poverty and geographic segregation significantly hinder the chances of attaining formal  
qualification therefore reducing chances of formal employment for those within 
marginalised communities. Historically, ‘discriminatory expenditure on education...’ 
(Bond, 2006: 3) facilitated inequality in education and this is identified to be an ongo-
ing challenge, a legacy of apartheid, which the Department of Education continues to 
struggle with, ‘a bloated administrative infrastructure that included the parallel opera-
tions of White, Coloured, Indian, urban Black, and then Bantustan education system...’ 
(De Kock, Bethlehem & Laden, 2004: 214). 

The National Development Plan (2011) envisages that to eliminate poverty and 
inequality, society and the state need to engage in the impact of gender inequality 
that ultimately indicates that the life challenges of women are generally worse than 
those of men. The plan envisages that by 2030; ‘the economy should be close to full 
employment; equip people with the skills they need; ensure that ownership of production 
is less concentrated and more diverse (where black people and women own a significant 
share of productive assets); and be able to grow rapidly, providing the resources to pay for 
investment in human and physical capital’. (NDP, 2011: 10). With the growing need for 
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entrepreneurial development aimed at reducing poverty and unemployment, the South 
African government has identified the craft sector as one of eight key priority sectors 
to grow the economy and create employment. 

		  The Importance of the Creative Industries
The value of crafts is, on the one hand, that it is an occupation dominated by women 
and thus makes them visible producers in the value chain. On the other hand craft 
production is possible even at the most remote of areas. Craft production has the potential 
to encourage community engagement, participation and enhance economic vitality as 
it is in many poor communities an indigenous practice carried over from generation 
to generation. This indigenous knowledge transfer and the general low cost of some 
raw materials and the potential of entering into existing local markets are character-
istics that have stimulated the identification of crafts production, in this research, 
as a potentially valuable vehicle of job creation.  The Creative Industries Sector Report 
(2007) reveals that the tourism and décor markets show significant and continuing 
growth; with annual rates more than twice that of services industries, and more than 
four times that of manufacturing in the Organisation for Economic Cooperation and 
Development (OECD) countries. Domestic South African creative industries markets 
have indicated significant growth of between 3-4% (Joffe & Newton, 2007: 38). It is 
anticipated that the industry will continue growing particularly because of the rising 
middle class with disposable income. With the promise of growth in both international 
and domestic markets, these findings shed light on the importance of the creative indus-
tries as a potential economic industry to help alleviate poverty and create jobs. 

Crafts production in marginalised communities has a long standing history. Yet, unskilled 
jobs are much sought after by the poor (Elsenburg, 2005:32). Partly, because there is 
often a greater number of job seekers than available jobs, particularly for those con-
sidered unskilled. Most of the growing markets indicated above are concentrated and 
generally exclude the marginalised communities. There are three types of producers 
identified by the Gauteng Craft Strategic framework (2008). We have the producer 
enterprises which make up to 30% and are established entities having been stable over 
time. Then there is a 30-40% of young micro-enterprises, with the potential to grow 
and create employment, and in addition a survivalist category, making up between 
30-40%. The stand-alone category is that of the designer maker and presents a very dif-
ferent profile; that is, of significant stability and exhibits an employment rate of approx-
imately 8 people per enterprise as oppose to the 1 or 2 people employed in the other three 
categories respectively. This stability is a result of benefits from high end domestic and 
export markets from earlier market expansion strategies implemented in South Africa. 

		  Context for the Research and Case Study 
Irivwieri (2009) anticipates that, should the manufacturing and services sectors fail to 
grow, the rate of unemployment could become unmanageable. With the anticipated 
consistent growth of the creative industries pointed out by the DTI (2005), and the 
low requirements of entry into the crafts production generally identified by the poor, 
the South African government has ‘recently taken an explicit step forward in optimising  
the contribution of craft as a powerful engine of economic growth and promoting 
development in a globalising world’ (Rhodes, 2011:3). As such, the mainly informal 
craft ‘projects’ have undergone transformation towards becoming businesses aimed 
at addressing some of governments key priorities, specifically poverty alleviation, 
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women empowerment, black economic empowerment, support towards the develop-
ment of the ‘marginalised economy’ and the development of SMMEs. This has enabled 
small business development and local beneficiation of products and access to mineral 
raw materials.

		  Minteks’ Timbita Ceramic Incubator 
Minteks’ Timbita Ceramic Incubator, hereinafter called Timbita, under the Small Scale 
Mining and Beneficiation Programme hereinafter called SSMB, serves as an example 
of initiatives taken by the government. These initiatives are aimed at using crafts for 
socio-economic gains of marginalised communities. The programme integrates traditional 
craft skills with technology and contemporary pottery making techniques, enabling 
access to resources, financial capital and craft skills development. 

Mintek has played a significant role in providing product development training (to fulfil 
the requirements for an NQF 2 level qualification). It offers market support to ensure 
sustainable livelihoods for poor rural communities, beneficiating from the programme 
that examines opportunities for rural areas without ‘more exciting minerals such as gold 
and diamond in their immediate areas’ (SSMB brochure, 2013). It concentrates on seek-
ing alternative minerals that exist in the area which are often clay and sand. It recognises 
that these resources can be harnessed for the benefit of the local communities enabling 
them to make sealable craft products.1

In the North West province, in partnership with the Department of Educations’ 
(NWDE) Adult Basic Education and Training directorate, within a decade Timbita has 
helped set up eight pottery factories, the highest number in one province. This trans-
lates to a total of 86 learners graduating and receiving certificates in NQF level 2 Craft 
Production (Minteks’ Annual Report, 2011: 33) in the North West province alone. Of 
the eight factories set up in the North West, only four still operate today and despite 
the promise of enabling the factories to ‘compete favourably in mass and export markets’ 
(Minteks’ Annual Report, 2003: 32), none of the factories have gained entry or sustained 
participation in markets beyond their local communities. The factories still in oper-
ation are made up of members with disability disorders, with the exception of one, 
consisting of members without disabilities. 

		  The Central research Question
The central research question therefore investigates whether training offered by Timbita  
has led to the empowerment of the beneficiaries, understood in terms of the beneficiaries’ 
ability to earn income in the long term, and their ability to independently integrate 
concepts, ideas and actions to sustain their livelihoods economically. 

Using a qualitative research approach and three methods of collating data that are 
semi-structured interviews, a case study as well as a focus group discussion gathering 
data from Timbita as well as the factory identified in the case study. By combining 
these three methods of data collection, the research overcame the bias of constructed 
data often associated with semi-structure interviews and, instead experience to some 

1 The development of skills, meaningful jobs using local mineral resources and incorporating  
technology is a government priority embedded in the NDP vision 2030.
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extent, the ‘everyday life brought into being’ into the thoughts and practices of  
the participants. In order to analyse and interpret the data, the research combined both 
thematic analyses and an inductive approach. 

The data was measured against, on the one hand, the South African Qualifications 
Authoritys’ (SAQA) benchmark of competency requirements for obtaining a level 
2 NQF qualification. And on the other, Risattis’ (2007) concept of craftsmanship which 
stresses three main areas: the quality of thought in the making of crafts objects/design 
which enables innovation and diversification, technical manual skills/dexterity, and 
the creative technical manual skills involved in the process of selecting the relevant 
material to support the form and function. This offers a comprehensive approach that 
takes into account factors such as size, weight, shape and form/the practicality laws. 

1.	 First, the research traced how needs where assessed and beneficiaries selected for 
the Timbita programme. Have the beneficiaries been exposed to crafts before, 
what technical skill do they have and has it been improved by the training? At the end 
of the programme were the beneficiaries able to independently design and man-
ufacture products? 

2.	 Secondly, as an extension to assessing the beneficiaries ability to design and man-
ufacture products, the research also took cognisance of inspiration drawn from 
local culture and indigenous knowledge as a basis for design, decoration and in 
the process of making. 

3.	 Thirdly, to measure the socio-economic impact Timbita has had on the beneficiating 
communities, we have looked at sales reports as well as the diversity of markets 
penetrated in line with the quality of product produced and their relevance to 
market. We also took cognisance of the beneficiaries’ ability to identify potential 
markets, network and participate independently from Timbitas’ intervention in 
markets outside their locality. 

4.	 Fourthly, we identified the contribution Timbita has had in attracting partnering 
institutions and other stakeholders to help diversify expertise, reduce duplication 
and channel resources in a manner that insures continuity to a point of the bene-
ficiaries’ self-reliance and sustainability. 

5.	 Lastly, we have investigated whether or not this initiative has grown and created 
new jobs. The research reveals how many people have received employment since 
the inception of Semphete initiative (see further) and how many have left, as well 
as factors driving these movements.

 
From these assessments, the research was able to answer these five key questions: 

a.	 Since the training, where the members able to innovate and  independently develop 
new and/enhance existing products for a specific target market?  

b.	 Are their products relevant to the particular markets they produce for,  and are they 
able to follow through orders?  

c.	 Were the beneficiaries able to expand from their initial point which is  market penetra-
tion and expand drawing from the three expansion  strategies explained by Goodwin 
(2005) to be product development, market development and diversification? 

d.	 Have these factories created new jobs or have they collapsed. Are they  still dependent 
on government support, if so then to what extent?  

e.	 Are they able to sustain the livelihoods of the beneficiaries?  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		  Introduction of the Case Study 
The research investigates one main case that has received training from Timbita and  
a supporting case that offers a different training perspective. The case partly includes 
academic training as well as undergoing self-initiated mentoring. For the main case 
study we chose Semphete pottery, and L’estrange pottery as a comparative case. 
Semphete was trained by Timbita and has had neither any prior academic background, 
nor any direct interactions with consumer markets outside the province of the North 
West. On the other hand, L’estrange has had some academic training in Sculpting, and 
has travelled abroad always directly interacting with consumer market until the relocation 
of the business to the North West province. In the past, L’estrange pottery flourished 
growing economically, with products consumed all over the world and employing over 
5 people at various stages prior to relocating to the North West. 

The research has identified three central issues that have affected Timbitas’ quest for 
empowering marginalised communities:

1.	 Timbitas’ own organisational structure and trainers (how this directed the selection 
of beneficiaries and partnering organisations)

2.	 The training programme content on product and product development

3.	 The training programme content on marketing and market access. 

Taken from the literature, drawing from Bradshaw (2006), we identified the strategy 
adopted by Timbita; the type of poverty, and how they address them. These range from 
deficiencies to cumulative and cyclical interdependencies (See; Bradshaw, 2006).  
We also identified which of Ifes’ (1996) perspectives of allowing people to take power 
into their own hands Timbita chose, for developing the content of the training programme, 
and how indigenous knowledge and western training methods were integrated to 
enable beneficiaries access to exercising choice in the conceptualizing, developing and 
production processes of products. In the context of Timbitas’ trainers we took cognisance 
of the potential power the trainers can exercise over the beneficiaries and how this 
power may be wrongfully used to manipulate or control the situation. 

		  Findings 
In essence, we questioned if Timbita does not simply use empowerment, job creation and 
economic development as nice sounding buzzwords, designed to enable sustain funding 
for unsustainable projects. We have found that Timbita has chosen a comprehensive 
strategic approach, establishing a training and marketing division to coexists with the 
research and development division. This comprehensive approach enables the benefi-
ciaries’ access to infrastructure, resources, production training and access to markets. 
Benefits which would have not been accessible to the beneficiaries to claim on their own. 
Hence, the comprehensive strategy/concept has yielded positive results in enabling the 
beneficiaries access to resources, needed to generate well-being as well as claiming 
ownership of production resources. However, in the context of strategic assessment 
discussed by Blakely (1979) which looks at techniques or approaches applied by a par-
ticular agency, we have found that there is a lack of integration between the various 
divisions within Timbita. This lack of integration has led to fragmented planning and 
needs assessments of beneficiaries. We concluded that the strategic approach adopted 
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by Timbita is that of identifying Geographic Segregation as a cause of poverty, sug-
gesting that by simply redistributing productive resources, people would be able to 
get themselves out of poverty, irrespective of the skills needed to generate human cap-
ital. This approach has thus not facilitated the process of encouraging the develop-
ment of indigenous knowledge, nor has it enhanced the skills for crafters to utilize 
the technology which is at their disposal. The planning and implementation has not 
been an indigenous process that ‘...builds on the skills, strengths and ideas of people 
living in poverty-on their asset’ but rather it has ‘treated them as empty receptacles of charity’  
(Green, 2008: 7). This approach perpetuates dependency where handouts tend to 
become expected as a norm. 

Timbita has therefore failed to ‘look at individual situations and community resources 
as mutually dependent...’ (Bradshaw, 2006: 14) and identify the importance of estab-
lishing partnerships with local organisations/aid agencies. This might have insured 
continuity and growth. Instead, four of the eight potteries have ceased operation.

One may easily relate these challenges to a lack of or limited funding. However Timbita, 
being responsible for the proposal, had the power to request sufficient funds. In the context 
of Semphete, approximately 46% (R144 000) was used for the provision of stipends to 
the ten members making up Semphete. The remaining sum was utilized for the purchase 
of resources, raw material, marketing material, the training logistics and the manage-
ment fee paid to Timbita. The training was carried out in three months with two-week 
intervals between each session of the training, meaning that the beneficiaries did not 
receive training for SAQAs’ recommended 720 core hours for obtaining an NQF level 
2 certificate. 

		  Training & Product Discussions 
Drawing from Cohen (1988) & Markwick (2001), crafts products may be broadly 
categorised into three main categories: 

	 -	 Sacred crafts product – retain their original characteristics and meaning.  
		  However, their purchase is constrained as a result of some level of under- 
		  standing towards their function as they often possess a strong symbolism element.  
	 -	 Touristy crafts products – are sacred crafts products which have evolved by  
		  generally growing smaller in size and thus enable ease of carrying and  
		  convenience. Cohen (1988) & Markwick (2001) further identify that  
		  these products retain some kind of characteristics which are relevant to  
		  tourism destinations. 
	 -	 Secular crafts products – are entirely new products without any specific  
		  relation to the culture of their local producers. They are developed in response  
		  to opportunities presented by the market. 
 
The first two can be associated with cultural entrepreneurship, as they draw to some 
extent from cultural and indigenous content. However, we have found that Semphete, 
like many of the Timbita trained potteries, has produced products that cannot be cate-
gorised in any of the three categories. In other words, beneficiaries produce these mul-
tiples not because these generate significant economic benefits or profit, but simply 
because they were not trained to understand and implement product development stages. 
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Therefore, they are unable to see the possibility in the raw material and they lack 
‘the foundation for development into areas of craft...’ SAQA. In other words, they remain 
excluded from what DAC identifies as ‘a colourful, diverse and vibrant craft sector’. 

The beneficiaries’ lack of skill is no means due to the trainers’ failure to transfer skills. 
We have found that the trainers from Timbita have very little disadvantage in  
the context of the ability to carry out the training. They (all 3) have gained finan-
cial security through employment, have been empowered through skills development 
programmes. Timbita has afforded them - and are still practicing – art; they remain 
within the industry they are passionate about. What has acted as a significant barrier 
towards them,  carrying out the training and empower beneficiaries, has manifested 
from the programme content as well as the fragmentation between divisions, specifi-
cally training and marketing. 

Trying to fulfil their targets in maximising production within a limited time frame, 
the trainers are forced into compromising basic pottery skills training. They are 
expected to teach the learners how to reproduce a prescribed design. A design issued 
to them by the marketing division, which then means the trainers are excluded in 
the process of trends and product research. Timbita has thus not managed to enable 
the beneficiaries the opportunity to ‘compete favourably in mass and export markets’ 
(Minteks’ Annual Report, 2003). The approach has been one that prioritizes maximising 
production and overlooked the importance of training the beneficiaries.

		  The Concept of Market Expansion Strategies 
The Department of Environmental Affairs and Tourism (2002) warned against premature 
market expansion strategies, stating that market and financial feasibility assessments 
need to be conducted prior to ‘raising expectations and exposing the community or local 
entrepreneurs to risk’. 

As discussed above, direct export has yielded little success for crafts markets. The eco-
nomic impact has been one that is beneficial to the elite design businesses. National 
markets such as Decorex S.A., the Design Indaba Expo and SARCDA, have benefited 
some of the more established businesses. To a lesser extent, a number of survivalist 
businesses in partnership with some supporting aid agencies have benefitted. Most of 
the survivalist businesses however rely on local markets. 

Tirthankar (1993: 3-5 cited in Greyling, 2003: 170) makes an example of a situation in 
India where rural and low skilled producers rejected striving to compete with industrial 
production, where ‘...craftsmen survived the competition, not by making the same products 
cheaper, but by making new and different products’. Looking at Goodwins’ (2005) concept 
of market expansion and comparing between Semphete and L’estrange, we have found that: 

	 -	 Semphete produces for the 3 lower categories of consumer markets because  
		  of a lack of design capacity and in-depth knowledge of expanding their  
		  target market. However, Semphete continues to survive, because the business  
		  is located within its market. Here, brand affiliations from the community  
		  are formed from longstanding community bonds. Further benefits to their  
		  location is lower transport costs (if any), lower marketing cost and accessibility.  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	 -	 Although their products lack creativity or cultural significant, yhe community  
		  takes pride and supports Semphete,  because they are the only local pottery  
		  producer in much of the district. The pride developed from supporting local  
		  businesses, coupled with low cost of products, means that these consumers  
		  are able to afford purchasing the goods. Hence, Semphetes’ products are  
		  best described as import substitutes – products made cheaper than imports,  
		  or - in Semphetes’ case – with lower travelling costs (Norsker & Danisch 1991).
	 -	 L’estrange produces for the cosmopolitan and affluent markets. This business,  
		  while operating in Johannesburg, had managed to create a niche and interact  
		  directly with its market. Exposure to academic training meant networking  
		  opportunities that helped position the business with like-minded creatives, in  
		  a variety of disciplines such as architects, designers, other potters and  
		  business people.  
	 -	 Relocating to the North West compromised the networking opportunities,  
		  and affected the visibility of the business to its markets. The North West province  
		  is dominated by the lower 3 markets. Transportation costs and transaction  
		  costs have now become challenging, taking into account the scale of  
		  the products this business produces. As Lestrange pointed out, the move to  
		  North West also meant that the business had to, for the first time, invest in  
		  marketing which is a costly exercise. 

		  Reflections on the Case 
Training is considered in this research as a tool for empowerment. It is no longer 
enough to rely on product designs and techniques passed on from one generation to 
another, without any professional intervention. This often poses a challenge; desperate 
communities find themselves in a ‘build and they will come’ situation (Department for 
Environmental Affairs Tourism, 2002: 23). Traditionally, low quality, poorly finished and 
common products are manufactured. This often forces crafters, who flood the markets 
with similar products, to compete at sub-minimal price, disregarding the entire production 
and distribution cost for the sake of generating some income. This therefore does not 
give empowerment; not having the ability and resources to make decisions about and 
improving ones’ own living conditions, and promotes the development of meaningful 
jobs (Ife, 1995). 

We have stated that beneficiaries remain vulnerable to the erratic market environment, 
and cannot access markets beyond their immediate locality. In this case, mainly 
because of a training programme that has weak content, lacks indigenous organisa-
tional support, and financial limitations that dictate the duration of the training, 
irrespective of reaching the intended empowerment goal. The process of making 
requires extensive thinking and planning; it takes into account Indigenous Knowledge 
Systems culture, industry, conscious choice in raw material selection, and its rela-
tionship to (environmental) issues (Charny (2011). These processes are related to 
demand-factors; product ranges that span from products manufactured by the poor 
for the poor, to products made for luxury high end decor markets, driven by trend and 
desire over basic necessity. 

The direct consequences of this lack of expertise is the failure of the beneficiaries to 
expand in any of market expansion strategies (Hiroyukis 2011). Instead the benefici-
ating factories, if they survive, remain stagnant in a low risk/low benefit environment, 
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where they sell existing products and compete at price point. This subsequently means 
that the beneficiaries rely on other forms of income such as government grants. Hence, 
they are not empowered and remain welfare dependent. It is therefore important that 
training is constantly analysed, so as to keep it relevant to contemporary markets 
within the context of craftsmanship. Training need not be limited to refining the skill 
of product making (workmanship) in the sense that communities are given ready-
made designs to manufacture. In this way they will be oblivious to key areas, funda-
mental for empowering self-reliance such as design, research and product develop-
ment (craftsmanship). Products designs and techniques passed on from generation to 
generation, without any professional intervention, often pose a challenge were desperate 
communities find themselves in a ‘build and they will come’ situation (Department for 
Environmental Affairs and Tourism, 2002: 23). In this way, low quality, poor finishing 
and common products are manufactured. This often forces crafters - who flood 
the markets with similar products - to compete at price points, disregarding the total 
cost of production and distribution. 

		  References 
Blackely, E. J. (1979). Community development research: concepts, issues and 
strategies. New York: University of California. 

Bond, P. (2006). Looting Africa: The economics of Exploitation. South Africa: 
Africa World Press and the University of KwaZulu-Natal Press. 

Bradshaw, T. K. (2006). Theories of Poverty and Anti-Poverty Programs in 
Community Development. Human and Community Development Department, 
University of California. 

Charny, D. (2011). Power of making: The importance of being skilled. London: 
V & A Publishing and the Craft Council. 

Cohen, E. (1988). Authenticity and Commoditization in Tourism. In: Annals 
of tourism research 15: 371-386. 

Cultural Industries Growth Strategy (1998). The South African Craft Industry 
prepared by BDM Consulting for the Cultural Industry Growth Strategy com-
missioned by the then DACST 

Customised Sector Programme for Craft (2006). Sector Development Strategy: 
Beyond Planning to Action prepared by the Department of Trade and industry.  
Retrieved from: http://ccdi.org.za/research/Customised%20Sector%20
Programme%20for%Craft.pdf [accessed 14th March 2013] 

De Kock, L. Bethlehem, L. & Laden, S. (2004). South Africa in the global 
imaginary. Pretoria. Unisa Press. 

Denzin, N. K. & Lincoln, Y S. (2000). Handbook of qualitative research: 
second edition. Thousand Oaks, CA. SAGE. 

Department for Environmental Affairs & Tourism (2002). Responsible 
tourism manual for South Africa. Retrieved from: http://www.info.gov.za/
view/DownloadFileAction?id=164725 [accessed 11th April 2013] 

Department of Sport, Arts, Culture and Recreation (2008). Craft Strategic 
Framework. Retrieved from: http://www.sacr.gpg.gov.za/SACRDocuments/
Strategies/Craft%2520Strategic%2520 Framework.pdf 

About the author
Isaac Bongani Mahlangu 

MA BA is a freelance artist, 
researcher and facilitator.  

He is Philosophy of 
Community Arts trainee 
facilitator, at the Sibikwa 

Arts Centre (Gauteng 
Organization of Community 

Arts and Culture Centres 
(GOMACC). He has been 

Assistant Director, Product 
Development at the North 

West Craft and Design 
Institute in Pretoria (SA).  

In 2014 he received a Masters 
Degree in Arts and Culture 
Management at the WITS 

University of Witwatersrand, 
Johannesburg, South Africa. 

— 
mahlangu.bongani 

@yahoo.com 



350 CREATING CULTURAL CAPITAL

P
R

A
C

T
IC

E
Isaac Bongani Mahlangu

Department of Trade and Industry (2005). Sector Development Strategy: 
Customised Sector Programmes for Craft. Retrieved from: http://www.ccdi.org.za/ 
research-and- publications/Sector/Programme/for/Craft.pdf. [Accessed 10th 
October 2014] 

Elsenburg, N. (2005). A profile of the North West province: demographics,  
poverty, inequality and unemployment. South Africa. Retrieved from: http://
www.elsenburg.com/provide/documents/BP2005_1_6%20Demographics%20N 
W.pdf [accessed 25th June 2013] 

Goodwin, H. (2005). Tourism and Local Economic Development. Unpublished 
MSc Course Lecture, Tourism in less developed countries handout on 24th 
February, 2005. Guildford: University of Surrey. 

Green, D. (2008). From poverty to power, how active citizens and effective 
states can change the world. South Africa: Oxfam international. 

Grobler, A. T. (2005). Product development for community-craft projects in 
Mpumalanga. M. Dissertation, Tshwane, TUT. 

Hatch, G. Becker, P. & Van Zyl, M. (2011). The dynamic African Consumer 
Market: Exploring growth opportunities in Sub-Saharan Africa. Accenture 
South Africa. Retrieved from: www.accenture.com 

Hiroyuki, Y. (2011). The value of craft products development for pro-poor 
tourism growth in Bhaktapur, Nepal. Retrieved from: http://www.techmonitor.net/ 
tm/images/5/5a/TM_Feb2009.pdf [accessed 11th May 2013] 

Ife, J. (1996). Community development: creating community alternatives-vision, 
analysis and practice. Australia: Longman Malaysia, GPS. 

Irivwieri, G. O. (2009). Arts and crafts as springboard for sustainable develop-
ment and industrialization in Nigeria. Nigeria: Delta State University, Abraka. 

Joffe, A. & Newton, M. (2007).The creative industries in South Africa: Sector 
studies research project. Commissioned by the Department of Labour. 
Retrieved from: http://www.labour.gov.za/downloads/documents/research- doc-
uments/Creative%20Industries_DoL_Report.pdf [accessed 17th February 2013] 

Markwick, M. C. (2001). Tourism and the development of handicraft produc-
tion in the Maltese Islands. In: Tourism Geographies 3(1): 29-51. 

Mintek Annual Report and Financial Statements (2003). Retrieved from: 
http://www.mintek.co.za/wp-content/uploads/2003/11/AR2003_complete.pdf. 
[Accessed 20th May 2013] 

Mintek Annual Report and Financial Statements (2011). Retrieved from: 
http://www.mintek.co.za/wp-content/uploads/2011/11/mintek-ar-2011.pdf. 
[Accessed 14th March 2013] 

Mintek Small Scale Mining and Beneficiation (2012). Timbita Ceramic 
Incubator. Retrieved from: http://www.mintek.co.za/wp-content/
uploads/2012/10/Revised-Timbita- Brochure.pdf. [Accessed 10th March 2013] 

National Planning Commission (2011). National Development Plan Vision 
for 2030: The Presidency. RP270/11. South Africa. Retrieved from: http://
www.npconline.co.za/medialib/downloads/home/NPC%20National%20
Develop ment%20Plan%20Vision%202030%20-lo-res.pdf [accessed 24th 
March 2013] 



351Cultural Entrepreneurship in Theory, Pedagogy and Practice

P
R

A
C

T
IC

E

Product Development Training as a Tool for Empowerment in Crafts A Focus on 
Training Initiatives in Pottery Factories in the North West Province

Norsker, H. & Danisch, J. (1991). Forming techniques for the self- 
reliant potter. Federal Republic of Germany. Deutsches Zentrum fur 
Entwicklungstechnologien. 

Africa Department of environmental Affairs and Tourism. South Africa (2002). 
Responsible Tourism Manual for South. Retrieved from: http://www.gauteng.net/ 
campaigns/uploads/gallery/Tourism_RT_Responsible_Touris m_Manual.pdf 
[accessed 31st March 2014] 

Rhodes, S. (2011). Beyond ‘Nourishing the Soul of a Nation’: craft in  
the context of South Africa. PhD dissertation. University of the Arts London. 
Retrieved from: http://makingfutures.plymouthart.ac.uk/journalvol2/pdf/
Rhodes_Sarah.pdf [accessed 13th April 2014] 

Risatti, H. (2007). A theory of craft; function and aesthetic expression.  
The United States of America. The University of North Carolina Press. 

Woodhouse, P. (2002). Natural Resource Management and Chronic Poverty 
in Sub- Saharan Africa: an overview paper. Institute for Development Policy 
and Management: Manchester. 





353

E
x

panding






 the




 
G

lobal



 V

ision






354 CREATING CULTURAL CAPITAL

Shaping Strategies and Building 
Creative Capacities The perspective 
of the United Nations 

		  Abstract
The creative economy has been playing a catalytic role by dealing with the interface  
among arts, culture, technology, social innovation and business. At the global level  
the United Nations have played an active role in driving the creative economy discourse. 

The  United Nations Conference on Trade and Development - UNCTAD had a proactive 
role in sensitizing governments and promoting international policy to assist countries 
to enhance their creative economy. Promoting development through creativity has 
been the motto of some bold and far-reaching initiatives put forward by UNCTAD.

Education is a fundamental right. Knowledge and access to information and com-
munication are at the core of human progress and well-being. The United Nations 
Institute for Training and Research UNITAR through its Creative Economy Initiative 
is taking on the quest for capacity-building for the UN Member States. In the present 
knowledge-based era, UNITAR is offering learning and training to develop skills and 
creative capacities in support to the post-2015 development agenda.

		  Introduction						       
Now-a-days, in every corner of the world there are countless creative environments 
and cultural events reminding us that the creative economy became an integral part 
of our daily life. The creative economy is a high-growth sector that relies on creative 
ideas, knowledge, skills and the ability to seize new opportunities. There are more  
evidence-based studies showing that the creative economy is actually driving eco-
nomic growth, trade, employment and social cohesion in many parts of the world 
(Dos Santos-Duisenberg, 2010). At the political level governments in all continents, 
are realizing that the cultural and creative sectors are fundamental for advancing 
prosperity, inclusiveness and sustainability.  

Recently, the creative economy has been playing a catalytic role by dealing with  
the interface among arts, culture, technology, social innovation and business. Obviously, 
this vibrant sector is not a panacea to solve all the systemic problems of our society.  
Expectations around the spill-overs of the creative economy are probably too high, 
but undoubtedly if the right mix of policies and institutions will be in place, the creative 
economy is able to foster socio-economic transformation while promoting culture and 
human development. Strategies focusing on the creative economy are being imple-
mented as a pragmatic way to revitalize not only economic growth and the cultural 
and social life of cities, but also have been used as an attractive path offering new pros-
pects for the youth, particularly in the post-crisis period. (Dos Santos-Duisenberg, 2013). 

Creative thinkers and doers from various fields are indeed the source of creativity, 
innovation and vision that the contemporary world so desperately need for facing 
the challenges of the 21st century.  Yet, creative talents and cultural assets are necessary  
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Shaping Strategies and building Creative Capacities
The Perspective of the United Nations

but not sufficient conditions to unlock the full potential of this dynamic sector. While cross- 
cutting mechanisms and concerted policy actions should be articulated, it is crucial to 
attract investments and financing, to stimulate creative entrepreneurship and trade, 
as well as to nurture creative capacities among the new generation. 
 
In this context, the United Nations Organization has been drawing the attention of  
the international community to the fact that the creative economy represents a positive- 
sum game for developed and developing countries (UNCTAD, 2004). However, poli-
cies should be shaped and human capacities need to be harnessed, in order to strengthen  
the creative economy for development gains. 

		  The role of the United Nations in the Creative 
		  Economy Debate
In general, people recognize the value of the UN Charter, but is unaware of the full 
spectrum of the functions and activities executed by the United Nations Organization. 
The great majority is more familiar with the main political mission of the United 
Nations which is the maintenance of international peace and security, but somehow 
overlook the complexity of the UN efforts at the humanitarian and socio-economic 
development areas. 

In the year 2000, a series of world conferences convened by the United Nations about 
the environment, human rights, population, the advancement of women and other 
international issues culminated in the Millennium Summit - the largest ever gather-
ing of world leaders1 - which adopted an ambitious declaration setting a course for 
humankind in the new century. The ‘Millennium Declaration’ identified eight major 
goals that needed to be addressed globally so that to promote higher standards of liv-
ing, employment, health, education and conditions of economic and social progress and 
development for the world population. The so-called Millennium Development Goals 
(MDGs) set specific targets to be reached by 2015, expressing the international com-
munity’s commitment to the global development agenda. 

It was in this international policy framework highly influenced by the Millennium 
Declaration that the creative economy emerged in the turn of the century. A series of 
policy instruments was articulated by the United Nations bodies to assist developing 
countries in the process of achievement of the MDGs. Among the decisions taken at 
the multilateral level  at the beginning of the third millennium, some had particular 
relevance to the creative economy:

(i)	 The Program of Action for the Least Developed Countries2 for the Decade 2001-2010;
(ii)	 The São Paulo Consensus adopted in 2004 at the Eleventh Session of the United 

Nations Conference on Trade and Development - UNCTAD XI, the first UN 
mandate introducing the creative economy into the international economic 
development agenda;

1 Governments from 192 Member States of the United Nations unanimously adopted  
the Millennium Declaration at the United Nations General Assembly in 2000.

2 Least Developed Countries (LDCs) is a category that includes the 48 poorest or underdeveloped  
countries that have a per capita income extremely low
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(iii)	The Declaration of Principles and the Plan of Action of the World Summit on 
the Information Society; and 

(iv)	The UNESCO Convention on the Protection and Promotion of the Diversity 
of Cultural Expressions. 

 
Moreover, the World Trade Organization launched in 2001 the Doha Development 
Round of trade negotiations, and the World Intellectual Property Organization intro-
duced its Development Agenda to address the concerns of developing countries in the area 
of intellectual property rights. All these multilateral processes had in common the fact 
that development was placed at the heart of their concerns and actions (UNCTAD, 2008).

		  Growing Interest towards the Creative Industries
Against this background, UNCTAD had a proactive role in sensitizing governments and 
promoting international policy to assist developing countries to enhance their creative 
industries, and hence their creative economy. In discharging its mandates, UNCTAD 
built synergy among relevant United Nations institutions with a view to explore com-
plementarities and promote concerted and more effective international actions 
in the area of the creative economy. In this spirit, the United Nations Multi-Agency 
Informal Group on Creative Industries3 was set up in 2004, bringing together six 
relevant UN bodies, namely: United Nations Conference on Trade and Development  
(UNCTAD); United Nations Development Program (UNDP), through its South-South Unit;  
the United Nations Education, Science and Culture Organization (UNESCO), the World 
Intellectual Property Organization (WIPO); International Labour Organization (ILO);  
and the  International Trade Centre (ITC).  The main outcome of the work of this group and 
a good example of inter-agency cooperation was the preparation of the first Creative 
Economy Report (2008) the  ‘Creative Economy Report 2008: The challenge of assessing 
the creative economy - towards informed policymaking’- prepared under the guidance 
of UNCTAD, bringing together contributions from five collaborating UN agencies. 
The group also helped to align the development dimension of the creative economy 
by examining its economic, technological, trade, cultural, educational, labour and 
intellectual property aspects. 

Later, other UN agencies such as the United Nations Industrial Development 
Organization (UNIDO), the United Nations Regional Economic Commissions,  
the United Nations Environment Program - UNEP and more recently the United 
Nations Institute for Training and Research - UNITAR also recognized the growing 
importance of the creative economy to promote socio-economic transformation. 
These UN bodies are designing projects in their respective areas of competence. 

Today, the so-called Post-2015 Development Agenda is the process led by the United 
Nations to define the future global development framework, including a new global 
partnership, as an innovative vision for the sake of humanity. The intention is to move 
from vision to action, and inspire a new generation to believe that a better world is 
within its reach. Along these lines, the role of the UN in areas such as the creative 
economy is also moving from theory to practice. From 2000 to 2014 emphasis was in 

3 The Group set-up by the Secretary General of UNCTAD, Rubens Ricupero, was Chaired by  
Edna dos Santos-Duisenberg, Chief, Creative Economy Programme of UNCTAD from 2004 to 2012.  

This Group maintained regular dialogue and convened meetings in Geneva twice a year. 
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conceptualizing and analysing the creative economy, sharing a vision and sensitizing 
governments. For the years beyond 2015, focus will be on concrete actions, including  
the promotion of learning activities to empower creative people, while enhancing 
knowledge, building skills and forging partnerships.  

		  The Development Dimension of the Creative Economy
The infinite cultural and artistic heritage of the developing world such as music-making, 
painting, dance, handicrafts, fashion, cultural festivities are often economically disregarded 
and considered priceless..., but in reality they offer a major opportunity for economic 
growth, revenue, jobs and social inclusion. Worldwide the creative economy, driven by 
a rapidly growing multi-billion-dollar business generated by creative industries, is a field 
in which developing nations have enormous potential.

The vast deposit of cultural and creative expressions of developing countries usually 
ignored, should be better nurtured (UNCTAD, 2004). Countries should take better 
advantage of the pool of their creative talents for advancing development. Evidence-
based research presented at the UN Creative Economy Report 2008, pointed that due 
to its multidisciplinary nature the creative economy engender a multitude of spill-
overs that contributed towards the achievement of at least six out of the eight MDG goals. 

At the local level, the creative economy has a positive impact on the growth of small 
and family business, providing possibilities not only for income generation but also for 
helping community regeneration, thus  contributing to poverty reduction.  The creative 
process also provides opportunities for women and pro-poor projects particularly 
in rural areas. Creation of art crafts (pottery, basket weavers, wood carvers etc.) and 
fashion products (clothing, embroiderers, leather works, silk weavers, jewellery etc.) 
are important creative activities for many female artisans. Arts and other cultural and 
creative activities have proven to be helpful for engaging marginalized young people 
from disadvantaged areas who otherwise would be unemployed and perhaps at risk of 
antisocial behaviour (UNCTAD, 2010). 

		  Creativity in the Knowledge-based Era
Education is a fundamental right. Knowledge and access to information and commu-
nication are at the core of human progress and well-being. The main inputs for  
the creative economy are intellectual capital and creativity (Dos Santos-Duisenberg, 2005). 
Having creativity as the main driver, the creative economy turns around products and 
services bearing creative content, cultural and economic values and market objectives.4

The creative economy deals with the interface between economy, culture, technology 
and social aspects, gathering both traditional and leading edge activities. At the heart 
of the creative economy are the creative industries, which combines heritage, the arts, 
media, design and creative services like architecture, advertising and new media prod-
ucts etc. In the knowledge-based era, creative services have been growing faster than 
more conventional services. The creative economy in all regions of the world continues 
to expand at impressive levels. The prospects for the coming years is optimistic, reflecting  

4 UNCTAD definition (2005) , adopted in the UN Creative Economy Reports
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the new lifestyle of the contemporary society which is increasingly associated with 
creativity, connectivity, style, status, brands as well as with cultural experiences, 
co-creations, social media and virtual networking embedded around the creative economy.

According to UNCTAD, the creative economy is the most dynamic sector of the world 
economy. The world demand for creative goods and services has grown sharply. 
The creative sector was also more resilient during the economic downturn resulting 
from the financial crisis of 2008. World trade of creative products more than doubled 
in a decade, reaching US$ 624 billion in 20115. While developed countries had a pre-
dominant role in global markets, exports of creative goods from developing countries 
had an annual growth rate of 12% in the period from 2008 to 2011. A remarkable 
growth has been noticeable particularly in Asia, mainly due to the explosion of pro-
duction and trade of creative products from China. In Africa, the Nigeria film industry 
generates about US 900 million annually and is the second largest employer in the 
country involving over a million people6. Other amazing examples are the TV soap-operas 
from Brazil and Mexico, and the pop music and video-games from the Republic of Korea.

Moreover, creativity, connectivity and innovation are transforming our attitudes and 
the way we live. The reach of the digital revolution, especially the widespread use of 
mobile phones combined with the growing impact of social networks, have contrib-
uted to unlocking marketing and distribution channels for music, digital animation, 
films, news, advertising etc., thereby expanding the economic benefits of the creative 
economy. Today, many creative professionals are making their living from trading 
their ideas. Many creative products are now digitalized and thus subject to entirely 
new business models that requires new institutions and regulatory regimes.

		  Creative Economy: a development Opportunity 
		  and a Policy Challenge
As mentioned earlier, the creative economy discourse was introduced into the interna-
tional economic and development agenda in early 2000’s. By now, governments started 
to realize that creativity and cultural assets are pivotal for economic and social devel-
opment, since they are drivers of innovation, jobs, trade and inclusiveness, even during 
the turbulent times of economic crisis. 

Many governments in developing and developed countries alike, are identifying 
the creative sectors as priority in their national development strategies. Consequently, 
policies are being designed to promote the creative economies as a feasible option 
to help out recovery and prosperity. More recently, the creative industry was recog-
nized as potential enabler for sustainable development and an important element of 
the post-2015 development agenda (ECOSOC, 2013).

The creative economy has a powerful transformative force. Nevertheless, most devel-
oping countries are not yet able to utilize fully their creative capacities to leapfrog into 
this booming sector. The main constraints are policies weakness and lack of knowledge 

5 Retrieved from: UNCTAD Global Data Base on Creative Economy:  
www.unctad.org/creative-economy

  
 6 UN Creative Economy Report - 2010 (UNCTAD-UNDP), Nollywood:  

a creative response (pg 250)
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and skills. The opportunities provided by the creative economy are unmatched and 
need to be unlocked. The challenge is to build the capacities needed to explore the wide 
range of opportunities the creative sector can offer. 

		  UNITAR’s Creative Economy Initiative
The United Nations Institute for Training and Research (UNITAR) has the mission to 
deliver innovative training and conduct research on knowledge systems to increase 
the capacity of its beneficiaries to respond to global challenges. In recent years, 
UNITAR expanded its outreach covering virtually all Member States of the United 
Nations. It enhanced the quality of its programs and increased the use of new technol-
ogies for learning. Furthermore, UNITAR embarked upon a major reform for posi-
tioning the Institute to make significant contributions to address emerging training 
and capacity development needs.

Against this scenario, UNITAR as the UN umbrella for research and training, designed 
its Creative Economy Initiative proposing a series of capacity-building activities to the UN 
Member States. The objective is to develop a learning approach to enhance knowledge, 
build skills and develop capacities to harness the potential of the creative economy to 
promote inclusive socio-economic transformations7. 

The Knowledge Systems Innovation (KSI) section coordinates actions to support 
innovation in the design of UNITAR’s learning and training products. In carrying out 
its activities, the session makes intensive use of digital tools with a view to develop new 
learning approaches and training methodologies. This was the rationale for the design 
in 2013 of  UNITAR’s  initiative entitled ‘Creative Economy: Developing Capacities for 
Inclusive Socioeconomic Transformations’.

Despite the proliferation of projects around the creative economy, the overall impact 
of these activities remains fragmented. Thus, UNITAR decided to enlarge the offering 
of learning products with the aim to provide better services to its beneficiaries.  
The intention is to facilitate synergy and add value to the relevant work of key actors 
within and outside the UN system. As result, UNITAR is proactively seeking partner-
ships to materialize its Creative Economy Initiative. 

UNITAR has expertise on how best to deliver adult training, how best to capture and 
retain knowledge and professional learning. The work of the Institute is useful to other 
partners and the entire United Nations system, in its drive towards a more integrated 
delivery framework.

I. Objectives and Expected Results
UNITAR Creative Economy Initiative was designed to help governments to advance 
socio-economic change.  Governments will be encouraged to address national and 
international bottlenecks. The purpose is to assist not only policymakers and creative 
entrepreneurs but also independent artists and professionals engaged in the day-to-day 
business of the creative economy, with a view to assess their real needs and identify 
areas requiring policy interventions and concrete initiatives by the private sector. 

5 UNITAR Creative Economy Initiative : www.unitar.org/ksi
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KNOWLEDGE
 know  what

SKILLS
Know how

ATTITUDE
Know

Th e intention is also to stimulate, educate and train a new generation of creative 
professionals and cultural entrepreneurs including youth and women involved in 
creative business.  

Another goal is to facilitate good governance principles across the creative sectors and 
better interactions between producers, distributors, creative workers and retailers. 
Th is is likely to facilitate co-creations and better relations among artists and artisans 
from the informal sector, SMEs, public cultural institutions and the corporate sectors. 
Activities will benefi t a broad range of stakeholders working through open and partic-
ipatory processes. 

Th e Initiative will promote culture and creativity, while improving human capacities 
for creating, producing and marketing creative goods and services. Th ese activities 
are expected to increase opportunities for collaboration and partnerships, including 
between the public and private sectors.

II. Methodology  
UNITAR will act as a knowledge broker, facilitating learning, and knowledge exchange, 
development of skills and sharing of best practices, information and business tactics. 
Learning tools will enable learners to collaborate and aggregate knowledge and to 
evaluate information from various sources, grasp its meaning and enrich its contents. 
Th e CE Initiative will include face-to-face workshops and on-line courses combining 
three main principles: 

 - Knowledge: mastery of creative economy policies to enable innovative 
  approaches to shape creative economy policies, through a better understanding 
  of local and international issues and market trends in the sector. 
 -  Skills: development of advanced skills and the ability to translate knowledge 
  into effective execution, including through creative entrepreneurship, 
  arts management, and the use of  ICT tools to facilitate the creation and 
  distribution of creative content. 
 -  Attitudes: through the awareness of the cross-cutting aspects of the creative 
  economy to support a shared vision that creates value, while promoting cultural 
  diversity and sustainability.

 

 Figure 1: Main Principles UNITAR Learning Processes (Dos Santos, 2013)
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8 UNITAR Quality Assurance Framework, August 2014

UNITAR is offering its expertise on methodological approaches. Learning will be 
anchored on experience-based, dynamic processes and will take place in groups or 
communities, through actions and interactions.  Activities will include hands-on and 
collaborative processes. Modern interactive tools will be used for facilitating knowl-
edge-sharing and local partnerships. 

III. Quality Assurance Framework 
Learning materials will be supported by quality assurance and certification. The e-learning 
courses will be aligned with international standards for capacity-building (ECBCheck). 
Courses will be composed by modules and toolkits. An international quality certificate will 
be provided for participants who successfully complete all the activities and assessments. 

The Quality Assurance Framework was developed for strengthening the quality of 
UNITAR products and services, and validating UNITAR training products and services 
through relevant certification8. It also provides a platform for sharing experiences and 
lessons on quality review. The framework has three main elements:

a.	 the quality Assurance Committee;
b.	 a set of standards and guidelines; and
c.	 a self-assessment and review process. 

IV. Proposed  Activities
The UNITAR approach is developed around the idea that knowledge is contextual and 
co-created by stakeholders taking into account the needs, constraints and specificities 
of target countries and communities. A set of customized learning products will be 
developed around five components:

1.	 Transformative Dialogues on  Creative Economy
These dialogues will create the space for extensive conversations, providing 
opportunities for the various actors to grasp the issues associated with creative 
economy, so as to favour innovative approaches that appreciate and understand 
the dynamics of the sector. This activity will focus on : (i) providing the conditions 
and adequate methodological approaches for cross-sector and  multi-actor dia-
logues to facilitate knowledge and experience sharing; (ii) improving interactions 
among major actors to inspire and promote initiatives that incorporate the socio-
economic development dimension of culture and creativity; and (iii) promoting 
cooperation to facilitate partnerships and joint endeavours.

2.	 Transformative Development Strategies
Policy-makers will be empowered to design transformative development strate-
gies to integrate creative economy into national development plans and execute 
the policies and regulations needed to nurture the sector. The purpose will be: 
(i) creating an environment where policymakers can broadly reflect on national 
strategies taking into account its cross-sector and multi-agent nature; (ii)  facili-
tating the articulation of a coalition among creative economy’s sectors and actors 
with a view to develop a shared vision; (iii)  designing concerted and coherent 
strategies and participatory action plans; and (iv)  developing leadership skills to 
enable policymakers to deal with competing priorities and country conditions.
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3.	 Creativity & Creative Economy
Participants will be sensitized about the value of culture and creativity, and its 
contribution to a culture of innovation such as entrepreneurship, tolerance of fail-
ure, creative thinking curiosity, ability to deal with uncertainties and thoughtful 
risk-taking. This on-line course will promote understanding on the creative and 
innovative capacities of societies. 

4.	 Creative Entrepreneurship 
This on-line course will develop skills on creative entrepreneurship and equip cre-
ative professionals to establish and nurture their business (micro and or/SMEs). 
The aim is to stimulate creative movers and shakers to develop new insights and 
become more creative and productive. It will particularly target youth and women 
with potential entrepreneurship capacities. Participants will be expected to articu-
late their own sustainable creative business.

5.	 Open Knowledge & Digital Storytelling Platform
This virtual platform will tap on crowdsourcing methodologies to collect, aggre-
gate and disseminate knowledge on creative economy. As a crowd powered plat-
form, it will enable access to information (documents, reports, studies, national 
publications, statistics, stories etc) for its practical use. The UN portal will facili-
tate dissemination of experiences, success stories, good practices and case studies 
through digital storytelling (content directly contributed by creative profession-
als). The content will cover practical, real-time narratives, as well as academic and 
journalistic contributions. 

V. Financing and Implementation
UNITAR is a project-based organization supported by voluntary contributions from 
governments, intergovernmental organizations, and other non-governmental sources 
such as foundations and private sector. The Institute has been seeking for donors and 
strategic partners for funding this initiative, which may be entirely or partially funded 
through allotments earmarked for selected activities.  

A pilot phase is envisaged to start in 2015-2016. Countries that have identified creative 
economy as a priority in their national development plans, may be selected for a pilot 
phase. In subsequent years, following an evaluation of the pilot phase, the number of 
beneficiary countries is expected to increase, subject to the availability of resources. 
The learning activities will be adapted to the realities of each beneficiary. 

UNITAR is proactively seeking partnerships with governments, academics and insti-
tutions as well as public and private entities for making this challenging project oper-
ational in the near future. 
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