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Summary:
This article discusses the many reasons which might compel individuals 
working as managers and administrators in the arts to return to academic 
institutions to study the subject. It argues that the study of arts management 
requires more than simply an accretion of experience but rather the rigours 
of a serious academic discipline. The case is made that the complex role of the 
arts manager is to enable the art to occur in the best possible circumstance 
to the right audience. The arts need to find their own language with which 
to make such complex cases rather than relying upon terminology which 
relate to other disciplines as their significance will be subsumed into those dis-
courses. It suggests that as an academic subject research questions could be 
broadened. There is no correct answer (as any competent arts manager will 
know) but there are multiple approaches. A university educated arts manager 
will hopefully be able to affect the field through a coherent understanding of 
the work itself, combined with a strong ability to speak to the significance of 
the arts in society, and to engage with power-brokers and audience. To do 
this they require a lateral education embracing both applied knowledge of 
the field and the complexities of finance, law and governmental frameworks 
combined with the strength of real and disinterested academic inquiry in 
order to engage both in the past and the present in order to continue to 
resonate clearly in the future.
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we come to the subject of Arts Management from many places. Sometimes 
we come to it because even though we might not perceive ourselves as artists, 
our creative outlet is in helping the arts to occur and we want to find out 
savvy ways of doing this. Sometimes it attracts us because it sounds deeply 
engaging, more exciting than managing, let’s say, traditional goods and 
services. Sometimes we hit glass ceilings in our own arts related jobs, unable 
to break through to the next level in our administrative positions in galleries, 
theatres, museums or cultural administrations, or we feel limited in roles 
such as development officers, stage and production managers, publicists and 
crew, lawyers, or finance officers and want to be able to contribute more to 
the field. we may come to realise that even after significant experience in 
the field we keep using hackneyed knee jerk reactions to solve problems and 
this dissatisfies us and so we hope, that by studying the subject we may find 
new ways of creating solutions to these perennial problems. we may want 
to learn about what has gone on before in our societies and in others, so 
that we may explore these and come up with new models of our own. Often 
we have further reaching questions and want to know what, if any, are the 
connections and or distinctions between the study of subjects we’ve heard 
about such as arts administration, arts management, arts and cultural policy 
and diplomacy?

whatever the case, there needs to be ‘value added’ by going back to study this 
subject and taking the time to reflect upon its nature. Making such a decision 
in a mature individual means ‘going back’ to gain something whether that be 
‘insight’ or ‘skills’, or a combination of the both and that this knowledge or 
externally approved process will in some way satisfy our internal questions or 
desire to have the opportunity to work more effectively in the field.

In my own case, after working as an arts manager in all kinds of fields in 
both the profit and not for profit sectors, as a general manager of a theatre 
company, a co-ordinator of international exhibitions as a festival organiser, in 
community arts as a government bureaucrat, in indigenous arts, performing 
arts and visual arts and wielding budgets from thousands to millions of dollars 
I came to the realisation that I was at a professional dead end. There needed to 
be more ways of arriving at elegant solutions than the ones which I tried and 
achieved often through considerable stress and which were inevitably short 
sighted, even though they functionally worked.

As a funder I used to anguish about the consequences, both intended and 
unintended of the policies which we were putting into action. As an arts man-
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ager, I was always concerned by the resolution of the ‘aesthetic contract’ of 
bringing the best art to the best possible audience – which defines itself in a 
qualitative sphere and not in the usually understood denominator of getting 
‘bums on seats’ to use a trade term. I was drawn to academia with in order to 
have the intellectual freedom for the piper not to pay the tune –to be able to 
ask sometimes unthinkable questions in order to further my understanding 
of the relationship between arts, the state and the peculiar nature and rela-
tionship between arts and cultural policy making.

This path opened before me as I happened upon some statistical information 
also that worried me which was that most arts managers left the job at the age 
of 35 ‘burnt out’ from the continual stress of their positions. Such informa-
tion was useful as I could put myself in the shoes of the nameless individu-
als behind the data and understand why this was occurring. These were not 
faceless statistics – I, like many of my colleagues, felt the problem viscerally 
It seemed to me that research into the field was possibly the only way to go 
about achieving some answers and I became interested in oblique forms of 
getting results. And ways of asking real questions concerning the subject

But first I was confronted with a question which at times seems almost too 
basic, too obvious, to ask and that was: What is it that we are trying to manage? 
Could arts management be likened to the administration of a sugar coated 
pill, which would slide down the collective throat of society and create a Mary 
Poppins feel good effect on the general population. what also did manage-
ment mean in the context of such an enquiry? Are we managing goods and 
services? Do the arts behave as let’s imagine a manufacturing company does, 
in innovation followed by numerous iterations? Can we evaluate the quality 
of the output and the efficiency of the process against the time, labour and 
capital put into it? Is there a quality assurance (to use a managerial term)? 
Can one manage the various means of production? Is it more amorphous -- 
like the provision of electricity a service which all homes require? Obviously 
it is both challenging and misleading to assess the arts in such a way. So what 
is this subject that I wanted to study indeed – how can one manage the arts?

well of course the obvious thing is to look at what one wants to manage: ‘art’ 
in its singular and plural forms and ask what it is, and what they are. Now 
there lies a thorny subject. Philosophers at least since the Greeks have had 
their own views on what art is and its significance to society. Politicians of 
course have had other and equally developed views. So how does one bring 
the study of these disparate sources together?
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The term Arts Management becomes, at least two very difficult and possibly 
incompatible subjects? So as always it seemed like a good thing to go back 
into the meanings of the words and to explore some of the apparent tensions 
in order to better understand the subject. Does art, do the arts, or do artists, 
function in the same way as other ‘providers’ in society and can they be ma-
naged? 

Here, my investigations really did take on another dimension as I began to 
realise that we are talking about an obvious tension which invokes creative 
process. The artist and their work is to all intents and purposes an unpredict-
able quality. we know that we cannot find any society without ‘art’ and yet 
societies produce varied kinds of art. we know that art, its manifestations 
and uses are often hotly debated in societies and that art often reveals much 
about the inhabited world of great civilisations. The art, its bursting is often 
“Dionysian” in nature essentially uncontrollable and surprising and to use a 
modern buzz word essentially “creative” not complying to prescribed norms. 
This is what brings it ‘value’. 

Of course art in itself has meant different things in the English language 
evolving from primarily being a skill to that of a broad descriptive term and 
finally a judgemental term. By the 20th century it became something of a slip-
pery key word and as Raymond williams has explained, it now referred to 
a series of specialised activities distinct from common pastimes and enter-
tainments. Today with the modern politicised jargon of the contemporary 
world, art is linked with such terms as ‘access’, ’democracy’ and incongruously 
enough even ‘freedom’. But art and its meanings often remain elusive defying 
attempts to codify it and be managed.

Theorists of all kinds of course bring us to a discursive understanding of the 
term and whether they be philosophers, or poets or literary critics each an-
chored in the norms and pre-occupations of their individual societies whatever 
the case, we realise that the artist is a force to be reckoned with. So what then 
about the society which they inhabit which form structures in which to better 
govern, or manage, all forms of social interaction? Largely these management 
structures reflect the societies from whence they come. what is important here 
is that the structures which frame the arts and how they are managed, are not of 
the same nature as the impulses which create art and artists and we can loosely 
call them “Apollonian” in meaning. By that I mean that they are a way of con-
taining and creating structure. So there is implicit in the term arts management 
a tension – a push/pull if you like where the Dionysian and the Apollonian 
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structure and containment, joust for position. I would call the study of this 
– engagement in the discipline of Arts Management.

what use is this to us today? I would argue that it has every use when we 
analyse the arts and their relationship to society and we start to invoke what 
the literary critic F.R. Leavis called the 3rd Realm. That is a realm of debate. As 
arts managers our most primary function is to develop what the first professor 
of the subject Emeritus Professor John Pick calls an ‘aesthetic contract’ to 
reconcile the tensions between artist, institution and audience in order to 
make the least resistance to experiencing in all the senses of the word, the 
art work. Of course what one needs for this is also a critical eye, a capacity to 
critically evaluate and an understanding that this is a fluid field, constantly 
changing and being renegotiated.

So how do we create that debate when we as managers are neither artists, nor 
curators, artistic directors, philosophers, nor audience members, when we 
work for institutions such as museums, galleries, theatres from profit or non 
profit and governments and their agencies? How do we effectively manage 
the arts we are caught within the discourse of our age using such terms as 
‘creativity’ ‘access’ ‘democracy’ ‘freedom’ ‘accountability’, and ‘innovation’? 
These are the questions a modern arts manager must pose and pose, again 
and again. The subject sounds deeply alluring but the questions are critical. 
The thinking arts manager needs to be mindful of these tensions and to 
possess the language with which to argue in many realms. They have to speak 
to artists, boards, foundations, and governments alike employing skilfully the 
appropriate language in order to realise their ultimate aim which is of course 
the realisation of the aesthetic contract. 

Of course we must possess functional literacies in areas such as law, finance, 
commerce but it is in the development of a critical language that the arts 
manager can best ‘serve’ the field by bringing to artistic directors and boards 
the language which is appropriate to serve their purpose. Furthermore this 
can, and must, be aided by more than knee jerk self satisfying enunciations 
about the ‘importance’ of the arts. The arts in themselves are value neutral 
and can be used to serve all kinds of societies. we have learnt during the 20th 
century that ideologies harness the arts in all manner of speaking to support 
their own regimes. 

So managing the arts, the representational, political, its Apollonian constructs 
andthe subversive and the Dionysian is no mean feat. what therefore do we 
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need in our tool kit? I would argue that our strength is in increased research 
into this area. Today there is a sorry tendency to act as bean counters to make 
false equations between the number of bureaucratic systems, or the amount 
of infrastructure, or the amount of money allocated by foundations or gov-
ernments to the arts which serve to deflect the researcher from the centricity 
of their task. Adding these numbers up, whilst occasionally useful, does not 
make an argument. It just tells us for example that there are 5,000 starving self 
described artists in central New York this week but it does not add a critical 
dimension. A great deal of current ‘number crunching’ data collection in Arts 
Management is simply disguising itself as research – enquiring into nothing 
except the accretion of figures. This is dangerous as it is not preceded by re-
search questions. At best it produces lots of figures, at worst giving vacuous 
support to predetermined government outcomes, and aiding them in their 
desire to control all non-conforming art.

what is interesting and infinitely more difficult, is to pose an elegant ques-
tion, to explore qualitative and quantitative ways in which to paint a complete 
picture of what is going on in order to find ways of employing significant 
arguments and ways of action in support of the arts. This is invariably more 
complex as it requires the harnessing of a more sophisticated language. we 
need to keeping ask ourselves what art means. we need to understand his-
torical arguments about civilisation, culture, aesthetics and politics. we need 
to be mindful of the fact that reception of artistic experience does not always 
render immediate results. Just as teaching and learning do not always occur 
simultaneously, so too the reception and appreciation of art works also func-
tion in a similar manner. Think back to that poem you read in elementary 
school and how one day in later life you revisited it and it made meaning?

we should realise that our quest for understanding the relationship between 
arts and society is not a flimsy desire to support the arts, or simply to advo-
cate for them in various arenas, but to invoke enquiry into the very real ker-
nel of the subject. Yes the arts are important, as culture is important (though 
they are often used as if they are synonymous terms and they are not). But 
to argue that the arts are important only for example for economic, or struc-
tural and “Apollonian” reasons is to misunderstand their true value and to 
misrepresent them and the arts researcher and arts manager – is required to 
refine our skills of argumentation in order to best represent their true, and 
unassailable nature.
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It is of course getting more difficult as modern governments increasingly 
colonise the language of art and the language of arts criticism for their own 
use. There is an accretion of bureaucracies which focus on benchmarking and 
jet around the world comparing their structural solutions, and who in effect 
prescribe how art is to be defined as they stamp their approval on what they 
consider it to be. That is why we need to develop and sustain our own arts 
management language for example, terming the relationship between art and 
arts audiences as an ‘aesthetic contract’ rather than just an economic transac-
tion, a bureaucratic outcome, or a simple ‘learning process’. 

Academics try to make meaning of questions and not to pronounce simply 
received orthodoxies and it is within that spirit that I suggest that the study 
of Arts Management has at its heart a series of difficult questions which must 
be continuously addressed. Being an arts manager means being perpetually 
in motion, alive to these difficulties, aware that the fleeting moment when 
the right art meets its audience and meaning is made is in itself a remarkable 
achievement and that one’s role of conduit is significant. we must as research-
ers and practitioners have the flexibility and capacity to be responsive and 
educated in our field in order as Professor Carol Becker suggests: “to manage 
the often unmanageable results” in the full knowledge that at their best, the 
arts will remain elusive as they create multiple meanings, in the past, present 
and future, individually, collectively and to our governing bodies. 
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Dr Rut Bereson

STUDIRANjE MENADžMENTA UMETNOSTI
Apstrakt

Ovaj članak razmatra brojne razloge koji bi mogli da navedu pojedince koji 
rade kao menadžeri i administratori u oblasti umetnosti, a nemaju ade-
kvatno akademsko obrazovanje, da ponovo dođu u akademske institucije 
i sada studiraju ovu oblast. Smatramo da menadžment umetnosti zahteva 
više od prostog skupljanja iskustva, odnosno da mu je potrebna strogost oz-
biljne akademske discipline. Zastupamo tezu da je složena uloga menadžera 
u umetnosti da omogući da se umetnost stvara u najboljim mogućim okol-
nostima i da je usmerena ka pravoj publici. Umetnosti treba da pronađu 
sopstveni jezik kojim će ostvariti tako kompleksan zadatak, umesto da se 
oslone na terminologiju koja je vezana za druge discipline. Iz toga se vidi da 
menadžment u umetnosti kao akademska disciplina mora da proširi polje 
istraživanja. Ne postoji tačan odgovor (kao što svaki stručan menadžer u 
umetnosti zna), već samo više različitih pristupa. Menadžer umetnosti sa fa-
kultetskom diplomom će, nadajmo se, moći da utiče na ovu oblast uz pomoć 
koherentnog razumevanja samog rada, u kombinaciji sa sposobnošću da go-
vori o značaju umetnosti u društvu, i da se poveže sa donosiocima odluka 
i publikom. Da bi se to postiglo, neophodno im je široko obrazovanje, koje 
obuhvata i primenjena znanja iz ove oblasti, a i poznavanje složenog finan-
sijskog, zakonskog i upravnog sistema; zajedno sa snagom pravog i objektiv-
nog akademskog istraživanja koje će se odnositi i na sadašnjost i na prošlost, 
i na taj način stvorili uslovi da jasno deluju i u budućnosti.

Ključne reči: studije menadžmenta umetnosti, kulturna politika, istraživa-
nja menadžmenta umetnosti, estetski ugovor, uloga menadžera umetnosti 


