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Traditional pedagogies in the arts in higher education focus largely
on the studio experience in which a novice artist studies under one
or more master teachers (e.g., Don, Garvey, & Sadeghpour, 2009).

In more recent times, however, a shift in higher education curriculum and
pedagogy in the arts has expanded this traditional conservatory model of
training to include, among other components, career self-management and
enterprise creation—in a word, entrepreneurship.

This chapter examines the developing field of arts enterprise and arts
entrepreneurship in higher education in a multinational context. The field is
contextualized within the broader landscape of the creative industries and the
consequential development of knowledge, skills, and the habits of mind neces-
sary for artistic venture creation, sustainability, and success. Whereas the dis-
course about learning and teaching for business entrepreneurship is well
established (e.g., Fiet, 2001), equivalent conversations about arts enterprise and
entrepreneurship have only recently begun (Beckman, 2007, 2011; Essig,
2009). This chapter will address the contested definitions of key terms and
concepts and also the question of how arts educators, although mindful of the
pedagogic traditions of the arts school, are also drawing on the pedagogies of
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THE ENTERPRISING ARTIST AND THE ARTS ENTREPRENEUR 69

business entrepreneurship and cognitive theories of entrepreneurship to create
innovative new transdisciplinary signature pedagogies for creative enterprise
and entrepreneurship education in the arts.

Defining the signature pedagogies (Shulman, 2005, p. 52) for the impor-
tant practices of arts enterprise and entrepreneurship is particularly challeng-
ing, given that the field in question is an emergent one and the subject of
some controversy within and among schools of the arts. As a result, a singular
and agreed-upon definition of what the terms art enterprise and entrepreneur-
ship mean remains contested, making consideration of its signature pedagogy
similarly emergent.

There are also differences in definition by country (Breen, 2004). In
Europe and Australia, the terms enterprise education and entrepreneurship
education are often used interchangeably (Hytti & O’Gorman, 2004). In the
United States, the term enterprise education is rarely used, and entrepreneur-
ship education refers to education for new venture creation, employability
aims, and more abstract concepts such as opportunity recognition and self-
actualization, all fueled by creativity. However, some authors in Europe, the
United States, and Australia have suggested a differentiation between entre-
preneurship and enterprise: Entrepreneurship denotes new venture creation,
and enterprise denotes employability (e.g., Bridge, O’Neill, & Cromie,
2003) and self-management.

Although the interchangeability and conflation of the two terms in the
literature is apparent, it is also apparent that entrepreneurship education and
enterprise education, generally speaking, are associated with two broad
educational aims. Individual education programs tend to adopt one or a
combination of both aims. The first broad aim (more generally linked to
entrepreneurship education) is focused on the development of skills and
knowledge for business start-up and new venture creation and management.
The second broad aim (more generally linked to enterprise education and
closely related to the notion of employability [Yorke, 2004]) is focused on
the development of skills and knowledge necessary to engage proactively and
effectively in the process of career self-management and to add value through
work (Hearn & Bridgstock, 2010). Other authors (e.g., Beckman & Cher-
witz, 2009) reject the narrow new venture creation orientation of business
school entrepreneurship education while retaining some of its nomenclature.

For the purposes of this chapter, the term arts entrepreneurship education
will be used to refer broadly to the essential activities of business start-up and
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new venture creation (both for profit and nonprofit) inclusive of the acquisi-
tion and development of enterprising skills, abilities, behaviors, and habits
of mind that will advantage and sustain personal growth and portfolio
careers in the arts over time.

In Australia, as in the United Kingdom and Europe, emphasis on the
economic importance of the arts has led policy makers to cluster many disci-
plines where creativity is important into a collective entity known as the cre-
ative industries, defined as ‘‘those activities which have their origin in
individual creativity, skill and talent, and have the potential to create wealth
and jobs through the generation and exploitation of intellectual property’’
(Department for Culture Media and Sport, 1998, p.3). Therefore, the cre-
ative industries encompass what is defined traditionally as ‘‘the arts’’ but
extends to include fields such as film, television, radio, advertising, games
and interactive content, publishing, architecture, and design. In the United
States, the creative industries discourse has not been taken up widely,
although there (as elsewhere) much scrutiny has been devoted in recent times
to the economic impact of the arts (e.g., Americans for the Arts, 2007) and
how best to educate arts workers for their careers and roles in the national
and global creative economy.

In all advanced economies, the arts labor force shows a profile that is
quite distinctive. In contrast with more conventional industries such as
financial services or manufacturing, the commercial arts sector is dominated
by networked clusters of small-to-medium enterprises, sole-traders, and
micro-businesses (Creigh-Tyte & Thomas, 2001). Larger-scale arts organiza-
tions across the globe, such as theater companies and museums, are often
partially or fully funded by government program grants. Although there is
some variation by discipline, in general an arts practitioner can expect to
engage in a ‘‘portfolio’’ career comprising a patchwork of individually navi-
gated opportunities (Bridgstock, 2005), which could be a mixture of grant-
based (i.e., publicly subsidized) and commercial projects, sometimes sup-
ported by parallel concurrent work activities, or ‘‘day jobs.’’

Because of the nature of the work in the arts sector, entrepreneurship
(and by implication education programs in arts entrepreneurship) would
therefore support lifelong success in the arts. Several features of arts entrepre-
neurship can be identified that distinguish it from entrepreneurship in tradi-
tional business sectors. One distinctive feature is that the value derived from
an arts product or service might be commercial, social, cultural, or some
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combination of these. A second distinctive feature is that in addition to a
variety of instrumental reasons for, and benefits arising out of, arts practice,
there is often a very high degree of intrinsic motivation in arts work. A strong
link between the arts practitioner’s personal identity and their practice is
common, to the extent that many performing artists literally ‘‘embody’’ their
practices, for example, dancers and performance artists. A third distinctive
feature of arts entrepreneurship arises from the nature of the working world
that arts practitioners must navigate, as described earlier. These distinctive
features therefore mean that particular entrepreneurship skills, habits of
mind, and teaching approaches (that is, signature pedagogies) are required
for arts entrepreneurship.

Arts Entrepreneurship Skills and Habits of Mind

The relatively narrowly focused entrepreneurial skill components of early
business entrepreneurship programs (e.g., Jamieson, 1984) have been broad-
ened more recently by a greater focus on innovation and creativity as the
engine of entrepreneurship (Drucker, 1985) and newer notions of venture
creation that are the result of ideation, collaboration, and communication.
Habits of mind such as entrepreneurial drive, competitiveness, persistent
optimism, a propensity for risk-taking, comfort with change, resilience, and
visionary leadership have also been observed repeatedly to be important to
entrepreneurial behavior and enterprise success in multiple fields (e.g., Jaco-
bowitz & Vidler, 1982).

Taking this emphasis on entrepreneurial habits of mind further, engi-
neering entrepreneurship educator Thomas Duening (2010) recently adapted
Howard Gardner’s (2006) Five Minds for the Future into ‘‘Five Minds for
the Entrepreneurial Future’’: the Opportunity Recognizing Mind, the
Designing Mind, the Risk-Managing Mind, the Resilient Mind, and the
Effectuating Mind. Duening suggests that recent research into the cognitive
skills possessed by entrepreneurs can guide the development of entrepreneur-
ship curriculum and pedagogy. For example, to employ this concept in an
arts entrepreneurship context, one might teach budding arts entrepreneurs
to be risk managers through lectures on financial management strategy com-
bined with experiential learning situations where students undertake limited,
but real, risk.
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Arts entrepreneurship educators (e.g., Beckman 2011) argue that a broad
understanding of the cultural contexts of the arts is also needed for the devel-
opment of an entrepreneurial mind-set for artists. Others focus on self-actu-
alization and the ‘‘cultivation of independence’’ (Kuuskoski, 2011, p. 99).
Kuuskoski, writing from the perspective of tertiary music program, views
mentorship as a key pedagogic technique for developing said independence
and self-efficacy if the advanced student remains wary of adherence to ‘‘cur-
ricular standards without first acquiring a unique set of personal, career, and
artistic goals’’ (p. 99).

Thus, these shifts in mind-sets and skills are reliant on the development
of flexible and adaptive practitioner professional identities that meet the
needs of the individual and the market place concurrently. Recent literature
(e.g., Bridgstock, 2011, 2009; Hearn & Bridgstock, 2010) yields some insights
into what constitutes a capable, employable, and entrepreneurial arts profes-
sional for the creative economy. Creativity and disciplinary technical exper-
tise are highly desirable skill sets and knowledge capabilities in arts fields,
and it has also been suggested that graduate arts professionals should possess
the abilities necessary to self-manage their careers, such that they can recur-
rently obtain or create suitable work.

Emerging Signature Pedagogies for Arts Entrepreneurship:
Business and Beyond

To foster the distinctive skills and habits of mind required of enterprising
artists and arts entrepreneurs, signature pedagogies for arts entrepreneurship
are evolving. The signature pedagogies in the field of business entrepreneur-
ship education are being adopted and adapted for arts entrepreneurship edu-
cation. Faculty lecture, case studies delivered by guest entrepreneurs,
business plan development, and internship are four signature pedagogies of
business entrepreneurship, with business plan development and guest entre-
preneurs being the most popular (Solomon, 2007) in the traditional new
venture creation model of entrepreneurship education found in business
schools.

Lectures on entrepreneurship, in the new venture creation sense of the
word, often focus on topics such as management, financing, and the start-up
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structure (e.g., Timmons and Spinelli, 2007). In the arts enterprise class-
room, finance topics will include not only venture finance, but also personal
finance to help the student artist maintain personal solvency while building
an enterprise infrastructure, thus supporting preparation for the portfolio
career of an artist. Additionally, because many arts-based ventures are orga-
nized on a nonprofit basis, grant writing is another topic in the arts entrepre-
neurship lecture hall not generally found in the business school curriculum.
By introducing students to grant writing requirements, including the struc-
ture of project narratives and selection of work samples, in the lecture hall,
they are better equipped to develop such proposals upon entry into the pro-
fessional realm.

For the student of business entrepreneurship, opportunity recognition is
itself considered a creative act (DeTienne & Chandler, 2004, Solomon,
2007). For a student in arts and creative industries, recognizing an opportu-
nity might not be sufficient; the student arts entrepreneur might need to
create his or her own opportunities. Opportunity recognition can be con-
strued as a form of pattern recognition (Baron, 2004, 2006), a cognitive
process of conceptual combining (Ward, 2004). The lecture hall is a venue,
but not the only one, for introducing this concept.

Although lectures are a useful pedagogy for introducing the concept of
opportunity recognition, case studies are also employed on a comparative
basis to exercise the student’s ability to recognize patterns and make connec-
tions that can lead to the creation of new opportunities. Because a written
body of case studies in arts entrepreneurship is not yet available, arts venture
case studies are often delivered by the entrepreneurs themselves via visits to
the classroom, supplemented by student research. Some educators (e.g.,
Thomas, 2011) adapt business case studies for use in teaching arts
entrepreneurship.

Fiet (2000) notes that unless these guests are brought into the classroom
to illustrate theory that will help students understand the consequences of
entrepreneurial decision making, case studies teach only failure. Others (Pit-
taway & Cope, 2007, Solomon, 2007) underscore the impact that interac-
tion with actual entrepreneurs, successful or not, have on entrepreneurship
education. First-person narratives by guest entrepreneurs who have failed as
well as succeeded support the training of a resilient mind-set. Arts leaders are
also widely employed in the arts entrepreneurship classroom to discuss the
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entrepreneurial process, or specific topics such as grant writing or business
management. Such visits are most effective if students are given the opportu-
nity to question the visiting entrepreneur and subsequently analyze the suc-
cesses and failures of the venture.

The business plan competition is a mainstay of the traditional entrepre-
neurship curriculum (Solomon, 2007), considered by a majority of U.S. uni-
versities to be the most important feature of entrepreneurship education
(Matlay, 2008). Many business plan competitions award winners a small
amount of seed money to launch their venture. Although some universities
open their competitions to arts and creative industries entrepreneurs, busi-
ness plan competitions are not yet a critical component of arts entrepreneur-
ship/enterprise education, perhaps because such competitions require
supplemental funding. Seemingly, Arizona State University, Eastman School
of Music, and Beloit College are the only U.S. higher education institutions
that hold arts venture enterprise competitions at the time of this writing,
resulting in seed grants of $500 and $5,000. These competitions have
resulted in the launch of several arts-based ventures, both for profit and
nonprofit. As in business school competitions, winners receive one-on-
one mentorship in addition to cash awards. The very act of applying—
and reapplying, if rejected—supports the development of persistence. Gus-
tafson (2011) notes, ‘‘Doing is the best way to learn how creativity and
entrepreneurial practice are unified’’ (p. 73). Incubators provide a structure
within which students learn by ‘‘doing’’ entrepreneurship in a far more
directly experiential way than an internship opportunity can provide. Stu-
dents who launch an enterprise have the opportunity to undertake actual
entrepreneurship under the guidance of faculty and guest mentors.

Because working in heterogeneous groups has been shown to increase
the generation of unique ideas (e.g., Paulus & Nijstad, 2003), exercises that
spur collaboration (sometimes between arts and business students) are used
to incite and excite cognitive creative processes. Group exercises might
include brainstorming, collaborative research, and project development.
Exercises in missioning and visioning, often conducted in small workgroups,
encourage students to focus and clarify their artistic and personal goals, while
spurring creativity. A typical brainstorming activity might involve students
in groups of four listing as many arts venture ideas as possible in a fixed time
period (e.g., ten minutes) and then finding the confluences between the ideas
within their group and across groups in a discussion facilitated by the
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instructor. An exercise such as this teaches students to collaborate, to make
cognitive connections, and ultimately might lead them to ideas that can be
developed beyond the classroom.

Many business schools adhere to McMullan and Long’s (1987) call to
provide students with hand-on experience by administrating internship pro-
grams. Similarly, and perhaps most commonly, experiential learning through
internship programs is a feature of entrepreneurship pedagogy as well as arts
entrepreneurship education. Although arts entrepreneurship programs might
also include internships, the unique mission of arts programs and therefore
a unique factor of arts entrepreneurship education and a defining aspect of
its signature pedagogy (as discussed in the next section) is the practice of
making art work in and for the real world. Given that only a certain amount
of text-based learning will allow advancement in the field of arts entrepre-
neurship, the focus of signature pedagogies in arts entrepreneurship therefore
resides in the enactment of pedagogies that facilitate real-world experiential
learning. Interactive and problem-based learning, often involving real-world
multidisciplinary projects, which also facilitate the engagement of the learner
as reflective practitioners (Schon, 1987), lie at the heart of the signature peda-
gogies of arts entrepreneurship.

It is not uncommon to see student-run theater companies or art galleries
on university campuses that can provide experiential real-world learning
opportunities within the safety net of the higher education institution. These
might be start-up or stand-alone entities or might be institutionalized
through a formal class structure. Students engaged in such activities learn
both personnel and financial management, problem-solving, marketing, and
communication skills that can be applied to their own arts-based ventures
upon graduation. More importantly, they have the opportunity to practice
the enterprising habits of mind necessary to sustain their creative practices
and their careers.

Whereas the adoption of the signature pedagogies from business that
incorporate the integration of experiential learning and skill building is evi-
dent, other developing features of emerging signature pedagogies for arts
entrepreneurship are worthy of specific mention. One very important feature
is that of mind-set shifting. Because entrepreneurship and enterprise relate
to a mind-set as well as a skill set, arts entrepreneurship education need not
take place only in discreet classes with those words in their course titles.
Rather, arts entrepreneurship can be suffused throughout the appropriate
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disciplinary curriculum (Essig, 2009) and enterprising behaviors rewarded.
Even as early as a freshman orientation or first year seminar course, faculty
can and should shift student mind-sets away from the traditional arts mind-
set of dependency on funding and introduce students to the concept of
opportunity creation and the risk–reward relationship inherent therein. As
students progress through their program of study, and especially as they near
completion, they can be exposed—within their disciplinary coursework—to
techniques for managing and marketing their work, including portfolio
development and audition techniques.

Another key feature of pedagogical practices in arts entrepreneurship is
the extensive use made of digital tools and multimedia technology both as
teaching tools and as distribution channels for bringing emerging artists and
their products to the online market. As the distinction between the role of
producers and users of content has dissolved, so the realm of cultural produc-
tion and distribution has undergone significant change with more fluid roles
of users and contributors within Web 2.0 social media environments. This
emergence of user-led content generation has enabled artists, writers, danc-
ers, musicians, video makers, and other content creators access to multiple
portals, through which to post their creative work and build an audience base
(Hong, Caldwell, Ashley, & Alpert, 2009). Arts entrepreneurship pedagogies
therefore leverage the use of technologies to enhance the capability and
capacity of students to adopt and engage with new media and in particular
information and communications technologies to further venture creation.

The implications of these emergent signature pedagogies are significant
for the ongoing sustainability and development of the arts in higher educa-
tion. As the pressure to rationalize the resource-hungry studio-based prac-
tices in traditional arts programs increases concurrent with the more general
demand for university graduates with a propensity toward ideation and new
venture creation, the impetus toward reconceptualizing curriculum design,
teacher professional development, and stakeholder partnerships that embrace
more enterprising and entrepreneurial endeavors in the arts will increase.

Developing a broader framework for arts entrepreneurship education
that also takes into account disciplinary distinctiveness in each of the art
forms is necessary to more deeply embed entrepreneurial learning from the
outset and throughout programs of study. At present, there is a tendency to
‘‘bolt on’’ this activity, rather than integrate it throughout, and in so doing
enable a richer and more nuanced set of outcomes. As a corollary, curriculum
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models for arts entrepreneurship education will require further expansion
and investigation. The challenge will be to resist the temptation to import
standardized prepackaged curricula in favor of curricula that require facilita-
tors with creative and enterprising capacities who can develop courses of
study that, although mindful of global themes, remain contextualized to
local and national content and case-study scenarios.

Teachers of arts entrepreneurship are active as facilitators, networkers,
and moderators rather than as lecturers in the more traditional vein of higher
education teaching. Teachers of arts who wish to embed enterprising habits
of mind and entrepreneurial activity within their teaching must themselves
be entrepreneurial in thought and action as they collaborate with various
stakeholders to create learning environments and problem-based scenarios
for their students. The interactive and applied nature of arts entrepreneur-
ship pedagogies requires a facilitative teaching style that is significantly differ-
ent in both approach and application from the ‘‘sage on the stage’’ model of
traditional teaching. Moreover, arts-based mentoring toward the develop-
ment of an entrepreneurial mind-set is also more holistic and is based in
the ‘‘reciprocal nature of forging mutual respect’’ (Kuuskoski, 2011 p. 98).
Bidirectional mentoring leads to the ‘‘cultivation of independence’’ (p. 99),
a trait that supports entrepreneurship as an action and employability as a
characteristic.

Arts entrepreneurship and the signature pedagogies that are emerging
provide opportunities for greater engagement and establishment of stronger
links among academia, the business community, and the community at
large. There are significant opportunities to undertake qualitative and quan-
titative research into arts entrepreneurship education and its impact on the
creative industries and professions. The role for the institution of higher edu-
cation, as chief purveyor of professional skills and knowledge for many
emerging arts practitioners, is a complex one. In addition to engendering
high levels of disciplinary expertise, usually via learning processes involving
resource-intensive studio practice, higher education is also tasked with pre-
paring nascent arts practitioners to self-navigate the fluid, diverse, and multi-
faceted world of arts.

As mentioned at the beginning of this chapter, the field of arts entrepre-
neurship education is, as yet, conceptually undeveloped. There is consider-
able debate surrounding what it encompasses, what its aims are, and what
might be achieved through it. Some arts educators have questioned the value
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of entrepreneurship education programs. Detractors have suggested that
many arts practitioners have little natural propensity for, or interest in, entre-
preneurship in the Steve Jobs or Richard Branson sense of the word (Rich-
ards, 2005). It is important to note that arts entrepreneurship is often
conducted for social or cultural ends, but even when art is commercial in
nature, it does not need to involve compromising artistic objectives. Thus,
arts entrepreneurship education programs should ideally be built on a foun-
dational shift in thinking from ‘‘money ruins art’’ to ‘‘money enables art.’’
Indeed, arts entrepreneurship can serve to preserve aesthetic tradition as well
as to create new and innovative outcomes (Beckman, 2007).

Conversations around arts curricula for the 21st century and the signa-
ture pedagogies that instruct our emerging arts practitioners to think,
engage, and act entrepreneurially in the creative industries and professions
must continue to be examined and articulated. The territory is a largely
uncharted one that challenges arts educators to rethink their pedagogical
assumptions—to teach so as to enable the enterprising artist and the arts
entrepreneur, not just in the heroic few but as a set of skills, knowledge, and
habits of mind that every student in the arts should acquire.
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