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1 ARTS ADMINISTRATION (1980) 

 

A publicação em 1980 de Arts Administration de John Pick e Malcom Anderton em Londres marca uma 

rutura com a tradição essencialmente americana de situar o campo da gestão cultural e das artes como 

área científica integrada na gestão. Afirmam os seus autores que, mais do que competências na gestão, o 

exercício desta função exige um conhecimento aprofundado das artes e da história cultural. 

O argumento sustenta-se, afirmam, no facto dos aspetos da história cultural serem muito mais relevantes 

para o gestor das artes do que o conhecimento prático da gestão. Assim, propõem o seu uso instrumental 

holístico como abordagem eficiente para administrar organizações culturais, enfatizando a necessidade 

de envolver e informar todos os membros dessa mesma organização.  

Neste contexto, a gestão holística incluirá as competências comunicacionais, a capacidade de reconhecer 

o carácter organizacional da associação, empresa ou instituição, incluindo a sua história e memória 

organizacional. Para além disso, Pick e Anderton destacam a importância dos estudos culturais e das 

políticas culturais nestas áreas, dado o forte impacto destas nas práticas da gestão cultural.  

De acordo com os autores, qualquer que seja o contexto em que trabalhe o gestor cultural, o seu trabalho 

envolve três etapas fundamentais: 

1) Um profundo conhecimento e compromisso pessoal com o (s) artista (s) escolhido (s), forma de 

arte ou formas de arte. 

 

2) Uma compreensão igualmente profunda e imaginativa da história cultural, da consciência e das 

condições sociais de todos os segmentos da audiência possível que podem ser alcançados pela (s) 

arte (s) escolhida (s). 

 

3) A capacidade de, usando todas as competências sociais, políticas e gestionárias legítimas, e tendo 

presente as circunstâncias políticas, legais e económicas mais completas e atualizadas, forjar o 

melhor contrato estético disponível, reunindo as artes e as maiores e mais adequadas audiências 

nas melhores circunstâncias possíveis. 

 

(Apresentação e síntese: Luísa Arroz Albuquerque)
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Pick, J. et Anderton (1980), M., Arts Administration, London and New York: E & FN SON, pp. 1-5 

 

This book is not a conventional text book, nor is it a conventional manual of management 

instruction. Yet the activity it is describing is of considerable, some would say supreme, importance. 

It is an activity undertaken in every country, all governments take a close interest in it, and its 

doings are frequently the subject of heated public debate. Its practitioners are also, as we shall 

see, bound by a common understanding of the nature of their work, and by a common ethical 

code. Yet arts administration is still not a profession, in any of the generally accepted senses of the 

term, and administering the arts well, though recognized as a highly specialized and skilled activity, 

still does not readily fit into any one academic category. 

The nature of arts administration cannot be adequately described simply by offering the 

conventional description—‘arts administrators are people who administer the arts’—for, in spite 

of the recurrent use of the word ‘administration’ in this book, those who administer the arts are 

quite different from those who administer more conventional activities. The skills of arts 

administration are practised in a curious realm midway between artists, the arts and people, and 

are fuelled by an extraordinary and variable span of skills involving art, arts criticism, politics, 

psychology, information science, economics, sociology and education. 

So, although there are skills which can effectively be learned from a text book, and some forms of 

administration and management that can effectively be learned from a manual, arts 

administration is not one of them. Effective arts administration depends above all on a deep 

knowledge of, and commitment to, art. Neither that, nor the highly variable balance of skills 

needed by practising arts administrators, can possibly be taught in one book. It would be 

fraudulent to pretend otherwise. Arts Administration, it is hoped, will be helpful to readers who 

already have some knowledge of, and commitment to, the administering of the arts, but it cannot 

stand instead of that knowledge, that commitment, or that practical experience. 

Nor will a general book such as this completely satisfy professional economists or management 

experts, who may seek for detailed application of their disciplines in it, for although it describes 

the commonest parts of an arts administrator’s work in some detail, and alludes to most of the 
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other activities involved in arts administration, its descriptions must, inevitably, draw only 

fragmentarily from the vast literatures which exist on the relevant areas of cultural history, arts 

education, state arts funding, censorship and control, licensing, management, marketing and 

cultural economics. Moreover, the practices of the arts administrator are based on values extrinsic 

to their systems. As a result, much good arts administration, when surveyed by such outside 

experts, will seem confused, too much concerned with imprecise questions of human values 

rather than more tangible quantitative data. 

So one uses the term ‘arts administration’ with some reluctance. In the last analysis it is useful 

only because it is the least defiled of the several terms which can be used to cover the activities of 

the person (or, more frequently nowadays, team of persons) making what we later define as the 

aesthetic contract between artists and their audiences. Arts administrators do not, in the 

narrowest sense of the term, spend much of their time administering—that is, creating and 

operating effective office routines. Nor do they spend substantial parts of their working day in any 

one of the conventional areas of management, although they frequently act, inter alia, as facility 

managers, personnel managers and resource managers.  

Nor can what they do be satisfactorily described as entrepreneurial, although arts administrators 

certainly act as innovators and animators. Yet of the available general titles for this work—

managers, animators, agents, entrepreneurs, facilitators—‘administrator’ remains, for our 

purposes, the most suitable term. 

Inevitably, it is more apt in some circumstances than others (English local authorities, for instance, 

give a different definition and status to the term ‘administrator’) and we are as a consequence 

persuasively redefining a term which is rarely used nowadays as a job title. 

Arts administrators, then, are not conventional managers, animators, teachers, critics nor 

entrepreneurs, but a unique mixture of all of these. That uniqueness lies in the roles they adopt 

relative to the various legal, economic and state systems which bear upon them; their prime 

obligation is to a construct, ‘art’, which is neither product nor service, and whose demands may 

sometimes place them in opposition to prevailing political and legislative systems. As we later note, 

in our discussions of managerial roles, the arts administrator is frequently a maverick, whose 
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authority and power derive from balancing many different pressures. The arts administrator is 

never a mere functionary, taking orders from state planners about the correct way to ‘deliver’ art. 

To add to our difficulties, we have continuously to remind ourselves that the material with which 

the arts administrator works is neither a clearly delineated product, nor a simple service. ‘Art’ 

remains a notoriously cloudy and difficult term to define. Although there have in recent years been 

many attempts to describe the arts in terms of production line industry, arts administration is 

plainly different from managing a factory. Nor—in spite of the one British White Paper on the arts 

(1965), which seemed to be urging that the arts should thenceforward be seen as a free benefit 

for all, as education and health then were—is art the kind of service which can take its cue from 

people’s ‘needs’. People’s ‘needs’ for the arts are of a different kind from their need to be 

educated, or from their need to be cured when they are ill. So it cannot be too often emphasized 

that in spite of attempts to treat them as one or the other, the arts are neither a service nor a 

range of products. 

Moreover, it remains difficult to fit ‘the arts’ into modern political, economic or even philosophical 

theories. Indeed, even as a simple descriptive term ‘the arts’ covers a multitude of different 

constructs, created within vastly different media, which are understood by quite different means. 

In a scientific or technical sense, it is difficult to see the common bond between (for example) 

poetry, sculpture, radio drama, clowning and animation. So it is hardly surprising that politicians, 

economists and even many management experts, faced with the apparently vast differences 

between the various arts and faced with the equally extreme differences in the way they are 

administered, fall back upon describing the arts as an ‘arts industry’, and take refuge in attempting 

to describe the arts administrator’s role as consisting simply in production line and budgetary 

management. 

However seductive it may be—and however much easier it would make the writing of books such 

as this—any such approach evades all the difficult issues. 

By concentrating on economic values, it avoids asking why all societies put such high moral, 

spiritual and social value on the curious, irrational, compelling constructs of ‘art’. Such an approach 

avoids confronting the awkward truth that artists shape the way we live, and the values we put 

upon human experience, much more than do economists or management theorists. The ‘arts 
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industry’— whether perceived as a production line or a service industry—is always a one 

dimensional notion, and of limited application. In either sense the ‘arts industry’ has only a 

tangential relationship to the real arts world—the realms in which the various living arts meet their 

innumerable interrelated audiences. 

The position taken by the authors of this book is that, in whatever kind of social context they may 

be working, and with whatever art form they may be concerned, the arts administrator’s work 

always involves three essential and sequential steps: 

 

• A deep knowledge of, and personal commitment to, chosen artist(s), art form or art forms. 

 

• An equally full and imaginative understanding of the cultural history, awareness and other social 

conditions of all segments of the possible audience which may be reached by the chosen art(s). 

 

• The ability, using every legitimate social, political and managerial skill, and with the fullest and 

most up-to-date political, legal and economic circumstances in mind, to forge the best available 

aesthetic contract, bringing together the arts and the largest and most appropriate audience in 

the best possible circumstances. 

 

These steps will be borne in mind, and elaborated on, throughout the book. Meanwhile it is 

important to note that bad arts administration (what we later term ‘arts bureaucracy’) usually 

happens when this process occurs in reverse order—that is when some agency of social planning 

decides in a quantitative way that so much opera should be seen in a particular region, or that a 

certain number of books of poetry must be published in a certain year. The administrator then 

‘works backwards’, finding ‘art’ which fits predetermined political or economic criteria, and the 

result is something without significant life or meaning. 

Notable examples of this ‘bureaucratic art’ were the gloomy murals of Lenin which used to be such 

a depressingly predictable feature of the cities of the old USSR, or (to make the point politically 

balanced) the murals that were produced throughout the USA during the Federal Arts Scheme of 



Basic Texts | Programação, produção & gestão cultural | ESAD.CR | 2016 

 

 

 6
 

the early thirties, and which have now, like their Leninist counterparts, been thrown away and 

forgotten. 

We must now make a further qualification. Although it does include description of the highly 

complicated system of state subsidy currently existing in Britain, together with a number of brief 

illustrations of systems in other countries, this book cannot claim to be complete, and—so rapidly 

does the system change—it is quite possible that some of the systems mentioned herein will have 

been modified by the time it is read and used. The time has long gone when it was possible to 

describe the ‘British system’ of state arts subsidy and to divide neatly the world of arts 

administration into ‘public’ and ‘commercial’ realms. 

So, anyone imagining that they will here be able to read a complete account of the way Britain is 

being affected by European legislation, of the way the changing employment law relates to each 

separate part of the arts world, or the way each of the systems of state support for arts buildings, 

projects and organizations currently operates, and how they all interact, will be disappointed. 

However, enough information is given to enable the reader to understand, in broad terms, how 

things now stand. 

Some specific difficulties arts administrators are likely to face in the coming years are discussed in 

more detail, and others form the basis of the practical case studies at the end of this book. We 

also publish titles of reports, and addresses of organizations, from which up-to-date information 

can be gathered. In a word, although the principles on which this book is based do not change, the 

economic and legal contexts in which the arts administrator applies them are in constant agitation. 

As it would be wearisome to keep writing ‘at the present time’ in the text, the reader must be 

ready, where necessary, to bring his or her recent experience to bear upon the text, and, while 

retaining the general principles, modify and update some of the detail. 

This is the best that can be done. For the arts administrator now works in a world of such flux, and 

so complicated in its parts, that no book could carry up-to-date information on every part of it, 

still less supply the necessary decoding and interpretation of all the new practices and policies. 

Books which have, in recent years, attempted to be simple and definitive about the way, for 

example, to staff and run a theatre, have found their work rapidly left behind by events. Those 

that have attempted, more ambitiously, to describe ‘the way things are going’ in the arts have 
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sometimes been left looking ridiculous, not least because artists have not created work which 

suited the developing management systems. This is an area where the practitioner needs to know 

as much about tradition and past practice (and the attendant successes and failures) as about 

present conditions, and needs always to know more about artists and their audiences than about 

current management practice. For even if someone were possessed of prodigious knowledge, 

perfectly understood each part of the system, and had outstanding managerial skill, it would not 

necessarily mean they were effective—unless they also had that dual empathy with art and with 

the public which is the prerequisite of the genuine arts administrator. 

The last of these opening comments we have already touched upon. In many ways it is the simplest 

and, hopefully, most obvious point of all. The casual reader who has had little or no direct 

experience of arts administration might well wonder why there is so much history, and so much 

quibbling about definitions, in a book purporting to describe the present world of arts 

administration. Why not, it may be asked, simply describe the systems as they are, say what the 

arts administrator does, and be done with it? 

Again, the answer to that lies in the nature of our subject. We are describing constructs and 

activities that vary in form from age to age, which have no meaning or significance by themselves, 

and which only acquire that significance when comprehended by the minds of readers, spectators 

or audiences. That comprehension does not take place in a void. Human beings do not place a 

value upon a painting, or a musical composition, or a poem, because they have within them an 

inbred calibrated set of mathematical responses. They recognize value in art because of the rich 

and accumulated response to life enshrined in their own language, and because of the myriad 

ways in which cultural history gives particular meanings to their experience, and to the art which 

illuminates it. To lay stress upon cultural history, and upon the language, is not then an academic 

indulgence. Cultural history and language is everything. 

The bureaucrats, whom we have cast in the role of enemies to arts administration, will always try 

to describe art in quantitative terms—as a ‘product’ with economic characteristics, or as a ‘service’ 

with political ones—but if that language is adopted, art is essentially drained of its values. It 

becomes detached from the cultural history which nurtured it, and ultimately devoid of meaning. 
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The bureaucrats’ creation of a meaningless, glossy, highly purchasable art—the art which is a tool 

in ‘cultural diplomacy’, or the art which is used as an enticement in the ‘tourist industry’—stands 

as the enemy of the kind of arts administration we wish to describe, and encourage, on these 

pages. 

 


