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Introducing a business-like logic in subsidized nonprofit arts organizations: an empirical 

evaluation 

Abstract 

In continental Europe, nonprofits arts organizations are to a large extent dependent on government for 

funding. Simultaneously, they are confronted with increasing demands to operate in a more business-

like way. From an institutional logics perspective, arts organizations are as such confronted with a 

competing logic. This paper asks whether Flemish subsidized nonprofit arts organizations, faced with 

the governmental pressure to operate in a more business-like way, are resisting or embracing this 

competing logic. To answer this question, this paper analyzes the subsidy applications of a random 

sample of 100 organizations. The construction of a compliance index allows for a quantitative picture 

of the content of these applications. The results indicate that, despite coercive pressures, the artistic 

logic appears to be maintained and protected from implications of the business-like logic. 
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Shortcomings mostly relate to planning and control. The discussion elaborates on the findings and 

formulates topics for future research. 
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Introduction 

New institutional theory generally regards the nonprofit sector as particularly ‘sensitive to institutional 

influences’ (Greenwood, Oliver, Sahlin, & Suddaby, 2008, p. 9). Especially in fields where nonprofits 

are mainly dependent on funding from government, coercive pressures are said to be strong. While in 

the US, nonprofit cultural organizations ‘rely more on individual donations […] and less on 

government grants and contracts’ (DiMaggio, 2006, p. 432), the reverse holds true for nonprofit arts 

organizations in Western Europe. In the latter case, a genuine implementation of governmentally 

imposed institutional models can be expected, leading to isomorphic practices and allowing the 

organizations to mobilize external legitimacy. 

Recently, however, the concept of institutional logics has again been foregrounded in organizational 

analysis. Institutional logics are defined as the ‘broader cultural beliefs and rules that structure 

cognition and guide decision-making in a field’ (Lounsbury, 2008, p. 350). According to Friedland 

and Alford (1991), not only does society consist of multiple institutional logics, such as the state, the 

market, the professions and so on; these logics also often compete and, as such, lead to ongoing 

conflict and change. Contrary to the traditional notion of institutional isomorphism, this 

conceptualization of competing logics thus provides institutional theory with a theoretical foundation 

for institutional change. More specifically, when confronted with competing logics, individuals and 

organizations can resist the new logic or they can utilize it in order to transform the existing logic and, 

in this way, instigate institutional transformation.  

Taking these renewed assertions with regard to institutional logics as point of departure, this paper 

focuses on the responses to the governmental pressure for more business-like behavior in Flemish1 
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subsidized nonprofit arts organizations. Introducing a business-like logic into an artistic field can be 

understood as introducing a competing logic. It is the insertion of an economically defined value 

sphere into the substantive and practical rationality of cultural organizations (Townley, 2002). 

Therefore, this paper concentrates on the response to the introduction of this ‘business-like’ logic. It 

investigates whether these arts organizations are resisting the new institutional logic or embracing it in 

order to transform existing practices. To answer this question, it utilizes and compares subsidy 

applications wherein the arts organizations need to report extensively on their artistic and business 

policy.  

To enable the examination of these subsidy applications, this paper constructs a compliance index (e.g. 

Verbruggen, Christiaens, & Milis, 2010, Windels, 2006, Christiaens, 1999) and applies it to a random 

sample of 100 subsidized arts organizations. This index allows for a quantitative image of how the 

organizations reported the artistic and business aspects of their activities and, as such, results in a final 

score for both the overall level of reporting and also the level of reporting on the artistic and business 

sides. Moreover, it gives details on the more specific subsections contained within the reporting 

framework (e.g. mission statement, future artistic plans, budget control, revenues – see further and see 

appendix). As such, a detailed analysis and comparison can be made of reporting on the artistic and 

managerial issues pertinent to arts organizations. Elaborating on this analysis, we draw conclusions 

with regard to the question of whether business-like logic is being resisted or embraced by the arts 

organizations. 

This paper unfolds along the following lines. First, the theoretical framework is presented. Next, some 

background notes on Flemish subsidized nonprofit arts organizations are given. This leads to an 

outline of the construction of the compliance index. After presentation of the method of data analysis 

and findings, the remainder of the article is devoted to discussion of the latter.   

Theoretical framework 

This paper applies an institutional logics perspective (Alford & Friedland, 1985, Thornton & Ocasio, 

1999, Lounsbury, 2007) to examine the response to inserting a business-like logic in subsidized 
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nonprofit arts organizations. From this perspective, society is understood as consisting of central 

institutions (e.g. capitalism, state bureaucracy, political democracy) each defined by a central logic. 

Thornton & Ocasio (1999) more specifically define these central logics as ‘socially constructed, 

historical patterns of material practices, assumptions, values, beliefs and rules by which individuals 

produce and reproduce their material subsistence, organize time and space, and provide meaning to 

their social reality’ (p. 804). Likewise, Lounsbury (2008) refers to institutional logics as ‘broader 

cultural beliefs and rules that structure cognition and guide decision-making in a field’ (p. 350). 

Institutional logics not only regularize individuals, organizations and society but also provide 

opportunities for agency and change (Thornton & Ocasio, 2008, p. 101). Since society is comprised of 

multiple institutions, individuals and organizations have multiple institutional logics at their disposal 

that are potentially contradictory. According to Friedland and Alford (1991), it is precisely by 

exploiting these contradictions that ‘individuals and organizations transform the institutional relations 

of society’ (p. 232). As such, contradictory or competing institutional logics enable variation across 

sectors, fields and historical periods (Greenwood et al., 2008).  

Due to the focus on institutional transformation, the institutional logics perspective markedly deviates 

from other new institutional accounts that concentrate on isomorphism (Thornton & Ocasio, 2008). 

For example, extending Meyer and Rowan (1977), DiMaggio and Powell (1983) have emphasized 

coercive, mimetic and normative pressures as key sources of isomorphism. In this line of reasoning, 

individuals and organizations are entangled in a rather passive process of adopting institutionalized 

models through institutional pressures and, as such, of becoming isomorphic to gain external 

legitimacy. However, to account for institutional change, Friedland and Alford (1991) point at the 

possibility of individuals and organizations not only reproducing institutional orders, but also actively 

transforming them:  

When institutions are in conflict, people may mobilize to defend the symbols and practices of one 

institution from the implications of changes in others. Or they may attempt to export the symbols 

and practices of one institution in order to transform another. […] Thus the sources of change and 
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resistance within institutions are just as likely to be found in the contradictions between them (p. 

255).  

Thornton and Ocasio (2008) add that competing logics alone are either an antecedent or a consequence 

of institutional change, but not a cause. What causes institutional change is mostly an amalgam of ‘the 

effects of market selection pressures, power of institutional actors, and changes in the relative 

prevalence of societal-level institutional logics’ (Thornton & Ocasio, 2008, p. 118).  

This paper concentrates on the response to introducing a business-like logic in a field where an artistic 

logic prevails. Referring to Bourdieu, Eikhof and Haunschild (2007) state that the artistic logic of 

practice: 

is marked by the desire to produce l’art pour l’art. […] Although market values may exist, 

according to artistic logic the principal legitimization for producing specific (patterns of) 

practices is their involvement with art, regardless of which kind. Thus, social practices can be 

interpreted to follow an artistic logic of practice if they are produced with the primary 

intention of contributing to art as a greater good. (p. 526) 

Dart (2004), on the other hand, understands business-like activities in nonprofit organizations as 

generally ‘characterized by some blend of profit motivation, the use of managerial and organization 

design tools developed in for-profit business settings, and broadly framed business thinking to 

structure and organize activity’ (p. 294). More specifically, this author identifies four distinct 

categories in which a nonprofit organization could realize a business-like character, namely in its (1) 

goals, (2) program service delivery, (3) management and (4) rhetoric. Table 1 gives examples of each 

of these categories. 

[Table 1 here] 

Townley (2002) asserts that this business-like logic is associated with Hood’s New Public 

Management (NPM) doctrine of ‘stress on private-sector styles of management practice’ (Hood, 1991, 

p. 5) and understood as a route to ‘better management and enhanced accountability’ (Townley, 2002, 
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p. 163). In the same vein, Anheier (2009) argues that New Public Management ‘brought to the 

management of nonprofits […] concerns about outcomes versus outputs, efficiency versus 

effectiveness, as well as a renewed emphasis on accountability and performance measurement’ (p. 

1084). For some authors, the pressures faced by governments to economize (Anheier, 2009, p. 1088) 

and ‘to justify public expenses and meet accountability regimes’ (Craik, 2005, p. 6) are causing this 

call for more business-like behavior in the nonprofit sector (e.g. Hwang & Powell, 2009, Carman, 

2009, Rubin, 2008, Eikhof & Haunschild, 2007, Guo, 2007).  

Dart (2004) further offers exemplification of how a nonprofit and business-like logic can blend 

together. His study demonstrates how a community service organization reorganized itself so that 

business-like goals, service delivery, management and even rhetoric were introduced, while still 

maintaining social goals. The case simultaneously highlights that commingling both logics does 

possibly require a complete overhaul of the organization in question. After all, defining a business-like 

goal requires rethinking and consistently reshaping service delivery and organizational management. 

Moreover, while possible new services or activities can develop, some old ones may have to be 

abandoned, because, for example, only some aspects of the social goal envisioned are actually  

profitable. All in all, importing the symbols and practices of the ‘foreign’ business-like logic does not 

just mean adding them to the existing nonprofit rationality; it means fundamentally transforming the 

existing rationality in order for the mixture to work.  

On the other hand, there are multiple situations described in which the logics do not blend. Several 

researchers have discussed the polarization of cultural organizations into business and artistic sides 

(e.g. Hwang & Powell, 2009; Reid & Karambayya, 2009; Eikhof & Haunschild, 2007; Glynn, 2000). 

Townley (2002), more specifically, describes how imposing a business-like logic in cultural 

organizations leads to resistance. While the organizations comply with the demands of introducing 

business planning and performance measures, they do so only superficially. Apparently, the new 

practices are perceived as a mismatch with the functioning and values of the cultural organizations, 

resulting in a decoupling of those practices. Publically, there is formal compliance with the demand to 

introduce a strategic performance measurement system, but privately, individuals reject the norms this 
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system implies. The coercive pressure to implement the new system results in ‘procedural compliance, 

a mechanical process of implementation focusing on external needs and requirements, to ensure 

legitimacy, but a lack of embeddedness, as performance measures fail to become part of operation 

management (McKevitt & Lawton, 1996)’ (Townley, 2002, p., 175). The mismatch with the new 

practices is caused by the rationalization engendered by introducing business planning and 

performance measures – a rationalization that is perceived as irrelevant to and infeasible in the actual 

practice of the organizations and as endangering the cultural value in itself (ibidem, p. 176).  

Taking both views (i.e. Townley, 2002, & Dart, 2004) into account, it would seem that the 

introduction of a business-like logic in subsidized nonprofit arts organizations can lead to either 

resistance or transformation. As noted earlier, this perspective deviates markedly from new 

institutional accounts predicting isomorphism. Conventionally, new institutional theory regards the 

nonprofit sector as particularly ‘sensitive to institutional influences’ (Greenwood et al., 2008, p. 9). 

Especially in fields where nonprofits are mainly dependent on funding from government, coercive 

pressures are said to be strong. Referring to DiMaggio and Powell (1991), Townley (1997) 

summarizes that coercive isomorphism ‘is most likely to occur where there is financial dependence, 

centralized resources with limited alternatives, and where the dependent organization has ambiguous 

goals or outputs’ (p. 264). As nonprofits display many of these features, they presumably have a 

higher need to be perceived as legitimate, are thought to be more susceptible to isomorphic pressures 

and, hence, to adopting institutionalized models of organizational structures (cfr. Guo, 2007). While in 

the US, nonprofit cultural organizations ‘rely more on individual donations […] and less on 

government grants and contracts’ (DiMaggio, 2006, p. 432), the reverse holds true for nonprofit arts 

organizations in Western Europe. In the latter, governmental support is ‘the most important source of 

income for the nonprofit sector’ (Anheier & Salamon, 2006, p. 98). The same holds true for nonprofit 

arts organizations in Western European countries (Zimmer & Toepler, 1999). As such, it is presumed 

that these arts organizations are particularly susceptible to coercive pressures exerted by the funding 

government and, therefore, have a special concern to be perceived as legitimate by this government 

and to adopt institutionalized models of organizational structures to enhance this perception. 
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Contrary to the above discourse, this study emphasizes the nature of the institutionalized model that is 

being promoted. As argued earlier, if the institutionalized model or logic competes with the already 

prevailing logic of the organizational field in question, then isomorphism is not a necessary outcome, 

even when strong coercive pressures are exerted on that field. Individuals and organizations can resist 

the competing logic, in trying to defend the existing institution, but can just as well import the 

practices of the competing logic and, as such, transform the institution (cfr. Friedland & Alford, 1991). 

Consequently, in this view individuals are ascribed an important role: ‘actors recognize opportunities 

for change because of their location at the interstices of conflicting logics and instigate change by 

‘appealing’ to these logics’ (Greenwood et al., 2008, p. 21).  

The Flemish case 

Following the reorganization of its public administration through the program of “Better 

Administrative Policy” in 2000 (Brans, De Visscher, & Vancoppenolle, 2006), Flanders 

fundamentally changed the policy domain of Culture. Based on a subsequently issued decree, namely 

the Arts Decree, essential financial resources are granted to more than 200 Flemish arts organizations 

(€ 97 996 000 in 2009, Flemish Agency for Arts and Heritage, 2010). The field of professional arts 

organizations in Flanders encompasses several artistic fields (e.g. audio-visual arts, architecture, 

dance, plastic arts, music, musical theater and multidisciplinary arts) and organizational forms (e.g. 

festivals, workspaces, art centers and concert organizations). In Flanders, so-called ‘structural’ 

subsidies, granted by the Flemish government to ensure the long-term operation of arts organizations, 

generally cover at least 50 percent and sometimes amount to 75 percent of total revenues (Werck & 

Heyndels, 2007, p. 29, Segers, Schramme, & Devriendt, 2010, p. 64).  

A remarkable novelty in Flemish cultural policy-change is precisely on the subject of management. 

The subsidy-dependent arts organizations are enjoined to professionalize to maintain their ability to 

develop a financial and societal basis (Flemish Minister of Cultural Affairs, 2009, p. 22). The Flemish 

Ministry of Cultural Affairs now also desires more transparency in the business management of the 

organizations to enable the follow-up and measurement of ‘efficient and effective policymaking and 
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distribution of resources’
2
 (idem). This recent emphasis on professionalism and transparency in 

Flanders’ cultural policy has its origins in the lack of accountability with regard to the business 

operation of the arts organizations. This became perceived as problematic in the first place because of 

the overall budgetary pressure which the Flemish cultural government has been experiencing (ibidem, 

2010, p. 2). While during the previous ten years the total amount of subsidies granted to arts 

organizations almost doubled (Schramme & Segers, 2008, p. 40), the year 2009 launched a period of 

severe cutbacks. In response, the Flemish cultural government is advocating organizational practices 

which not only enhance transparency and accountability, but also urge economy and efficiency on the 

organizations in order for them to survive.  

According to the Policy Memorandum (Flemish Minister of Cultural Affairs, 2009), the means to 

more transparency in business-like management is adequate business reporting (idem). As such, in 

2008, the Arts Agency designed a subsidy application form containing both an artistic and a business 

policy plan. Arts organizations applying for a two-or four-year subsidy now need to structure their 

application under topics deemed as belonging to (1) the ‘artistic policy’ of the organization (such as 

the mission statement, position in the field, past, present and future activities) and (2) the ‘business 

policy’ of the organization (such as the business vision, budget control, internal control, revenues 

structure – see appendix for a full list). While both the artistic and the business policy plan are new to 

the arts organizations, the creation of a business part in the application form is intended to 

simultaneously enhance transparency with regard to the business operation of the organizations and 

stimulate the notion of operating in a (more) business-like way. The application form even spells out 

the topics that should be covered by a business policy plan, or, stated differently, in what way the 

organization is, will or could be performing in a business-like manner. 

This paper aims to examine how subsidized nonprofit arts organizations are responding to the 

governmental attempt to install a business-like logic. Based on the theoretical framework outlined 

above, inserting a business-like logic in a field where an artistic logic prevails is perceived as 

confronting the field in question with a competing logic (cfr. Townley, 2002). Consequently, in 

accordance with Friedland and Alford (1991), it is proposed that the arts organizations will either (a) 
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resist the competing business-like logic, in trying to defend the existing institution or (b) import the 

practices of the competing logic and, as such, transform the established institution. Comparing an 

organization’s artistic policy plan with its business policy plan, as evidenced in its application form, 

enables this examination (see further). Though both policy plans are new to the arts organizations, the 

artistic policy plan is understood to express the artistic logic of the organization, while the business 

policy plan is understood to express the competing, business-like logic. As such, this paper assumes 

that comparing how the entire field of subsidized nonprofit arts organizations report on these two 

sections of the application form can shed some light on the main research question, namely whether 

these organizations are resisting or embracing the newly inserted, business-like logic. When the score 

for reporting on the business policy plan appears to be significantly worse than reporting on the artistic 

policy plan, it is proposed that the organization concerned is resisting the competing logic. When 

reporting on the business policy plan appears to be at least as high as reporting on the artistic policy 

plan, it is proposed that the organization concerned is taking the competing logic on board. 

Compliance index 

To obtain a detailed and comprehensive picture of the extent to which the two logics are adopted by 

the field, this paper applies a compliance index. This compliance index is inspired by Ingram’s 

disclosure index (1984), a milestone in governmental accounting research and used in similar or 

modified ways in a great number of accounting studies (e.g. Robbins & Austin, 1986, Ingram & 

DeJong, 1987, Giroux, 1989, Cheng, 1992, Coy, Tower, & Dixon, 1994). In the same vein as the 

disclosure index, the compliance index used here attempts to quantitatively measure ‘a series of items 

which, when aggregated, gives a surrogate score indicative of the level of disclosure in the specific 

context for which the index was devised’ (Coy, Tower, & Dixon, 1993, p. 122). In this study, 

however, the objective is not just to measure the extent of disclosure itself, but rather to treat 

disclosure as a mere means to the end of examining the implementation of the governmentally 

instigated business-like logic (see Christiaens, 1999 and Christiaens & Van Peteghem, 2007 for 

similar remarks).  
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More specifically, the present compliance index is a nearly exact copy of the Flemish Arts Agency’s 

design of the subsidy application form. It is likewise divided into an artistic and a business section and 

contains, in each part, several subdivisions. It deviates from the Art Agency’s design on only two 

points. First, it contains only those subdivisions that are applicable to all arts organizations and is, as a 

result, shorter than the actual subsidy application. For example, the subsection ‘Interculturality’ in the 

artistic policy plan is not necessarily relevant to all arts organizations and is therefore not included. 

Second, for each subdivision, the compliance index formulates a set of measurable elements. These 

elements are chosen so that they are fully in line with how the Agency explains the subdivisions in 

question (Flemish Agency for Arts and Heritage, 2008). For the remaining categories not explained or 

commented upon, straightforward elements are defined, mostly related to basic information gathering 

questions (what, why, who, when, how many etc.). Certainly with regard to the categories in the 

artistic policy plan, this seemed the most suitable solution. Concerning the categories in the business 

policy plan, more sources were available to define elements (e.g. Christiaens & Vanhee, 2007). These 

elements are essential to the compliance index because they enable it to draw a quantitative picture 

from the qualitative information contained in the subsidy applications.  

Altogether, the compliance index consists of 19 categories and 97 elements (see the appendix for a full 

list). A limited number of elements are measured ordinally (O) (e.g. to discriminate between a 

qualitative or quantitative argument) or discretely (Di) (e.g. in case of the number of years planned). 

Most elements are measured dichotomously (D), meaning that ‘1’ is assigned when the element is 

mentioned and ‘0’ when it is not. Though this measurement inevitably results in a rather rough 

estimate of the extent of adoption of the logic in question, this simultaneously prevents ‘type II’ errors 

to result from a more detailed type of measurement. After all, the artistic field is very diverse (with 

regard to age, size, organizational form, artistic focus etc.) and making the measurement more 

categorical could result in falsely negative judgments.  

Notwithstanding this relative lack of precision, the binary measurement does make some judgment on 

the content of the subsidy applications examined, especially to filter out what could be called ‘type I’ 

erroneous information (i.e. falsely positive).  For example, the category ‘mission statement’ contains 
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the elements ‘statute’, ‘goal(s)’, ‘target audience’ and ‘products/services’. ‘Statute’ is an easy element 

in this context, as the organization either gives the information (e.g. the organization is a ‘dance 

ensemble’) or not and consequently receives ‘1’ or ‘0’. The element ‘target audience’, on the other 

hand, is more difficult, because it is less clear what to accredit as a specification. For example, if an 

arts organization states that it is playing ‘for everyone on the planet’, this can scarcely be regarded as 

an indication of a target audience. Similarly, a music ensemble stating that its goal is ‘to play music’, 

does no more than state the obvious. Other organizations do elaborate on a specific element, but 

clearly do not grasp its meaning (e.g. when organizations elaborate on the composition of their 

executive board when in fact they are asked for more details about their internal control). For these 

reasons, an element is assigned ‘1’ only when information is given on this element ánd when that 

information actually contains a relevant specification of this element.  

Finally, our analysis employs a coding scheme to lay down what it means for an element to be specific 

and meaningful. The coding scheme is based on the opinions of a group of experts (covering public, 

private and nonprofit management and cultural policy) on each of the elements and was constructed in 

an iterative way. The examination of the subsidy applications necessitated frequent adjustments to the 

compliance index, mainly because the arts organizational field is very heterogeneous, while the 

content of the compliance index is meant to be equally applicable to all organizations. The actual 

examination was performed by one of the authors, who is quite familiar both with organizational 

practices in the arts field and the business-like logic as intended by the cultural government.  

The resulting index score should be interpreted carefully. Despite its extension, the compliance index 

cannot give a complete picture of actual practices in the arts organizations (Windels and Christiaens, 

2006, p. 400). Nevertheless, it does provide us with a good approximation of this picture, both taking 

into account the overall and the individual level of the implementation of the logics. Furthermore, the 

index cannot be understood as an alternative for the subsidy granting process, as cultural policy tends 

to take into account additional criteria (such as local added value and interculturality). Finally, it 

should be noted that the present compliance index is tightly coupled with the Arts Agency’s reporting 

requirements. This feature fits the current perspective of analyzing changes in the field of arts 
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organizations as instigated by the government. Of course, it is quite conceivable that in another setting, 

different and/or additional categories and accompanying elements could be applicable to measure the 

adoption of a business-like logic. Nonetheless, the index is representative of how an institutional actor, 

namely the Flemish government, wishes to steer the organizational practices of the nonprofit arts field 

towards professionalization (or at least towards what the government envisions professionalization to 

be).  

Methodology 

The elements in the compliance index were assessed exclusively through applications submitted in 

October 2008 (latest deadline) by the arts organizations and made available for this research by the 

Arts Agency in January 2010. The examination was based on a random sample of 100 out of 248 arts 

organizations that are structurally subsidized for a two-year or four-year period (2010-2011 or 2010-

2013). As this sample size covers almost half of the entire population, it may safely be considered to 

cover its variability (Christiaens, 1999, p. 34).  

The data analysis concentrates both on the field-level score of the implementation of artistic and 

business reporting and the scores on the specific subdivisions contained within the reporting 

framework. Apart from descriptive statistics, univariate tests were used to examine the data.  

Findings 

The random sample consists of 100 Flemish nonprofit arts organizations that are subsidized for a two-

year or four-year period (2010-2011 or 2010-2013). The artistic field best represented is that of music 

(36%) (see figure 1). These percentages correspond to the spread in the total population.3 Many 

Flemish arts organizations are located in the capital city of Belgium, Brussels (27%) (see figure 2). 

[Figure 1 and 2 here] 

Table 2 further summarizes some descriptive figures on the sample. It can be seen that 50% of the 

organizations is 16.5 years old or younger, has 3 or fewer official fulltime employees, and is granted 
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207,500 euro or less by the Flemish government. Moreover, half of the organizations are dependent on 

subsidies received from the Flemish government for 59.6% of their revenue or more.  

[Table 2 here] 

The overall compliance score in terms of percent – which is the score in points multiplied by 100 and 

divided by the total score of 119 – ranges from 26.05% to 72.68%, has a median of 50%, a sample 

mean of 49.75% (s.e.m. 0.94), and resembles a normal distribution (see figures 3 and 4). As such, the 

arts organizations display a moderate level of compliance with prescribed regulation (for comparison, 

see Windels & Christiaens, 2006, Christiaens, 1999, Verbruggen et al., 2010).  

[Figure 3 and 4 here] 

The maximum score of 72.68% could indicate a structural problem, indicating that the organizations 

do not succeed in full compliance (Windels & Christiaens, 2006, p. 401). On the other hand, for 

several categories of the index, there appears to be at least one entity scoring the maximum (see table 

3). The average scores show that the arts organizations report particularly well on their cooperation 

and networking (90%), mission statement (79%) and position and uniqueness in the field (72%). On 

the other hand, the organizations seem to be experiencing more difficulty with reporting on their 

internal control (13.28%), expenditures structure (17.00%) and budget control (18.22%).  

 [Table 3 here] 

Taking a closer look at the compliance scores separately for each part of the subsidy application form, 

the following figures are recorded. The artistic compliance score in terms of percent (i.e. the points 

multiplied by 100 and divided by 41), ranges from 29.2% to 82.9%, has a median of 58.5%, a sample 

mean of 59.46% (s.e.m. 1.09), and approximates to a normal distribution. As mentioned, the 

organizations report particularly well on their cooperation and networking, mission statement, and 

position and uniqueness in the field. Nearly all organizations clearly indicate who their partners are, 

what the goals of this partnership are, and how they plan this partnership to work (see table 4). With 

regard to the mission statement, many organizations state their overall goals and the target audience 
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they envision. As far as position and uniqueness in the field is concerned, the organizations succeed 

well in describing their partners, their artistic position and geographical position, but somewhat less so 

in distinguishing their position from their substitutes. The average scores with regard to working 

towards existing and new audiences are somewhat lower than those for the other categories of the 

artistic policy plan. This is because almost none of the organizations describe the budgetary impact of 

possible past and future activities undertaken for the sake of the audience. Further, when describing 

their future artistic plans, only 5 arts organizations actually give a prognosis of their audience size. The 

audience size is also mentioned by only 23 organizations when describing their past and present 

activities.  

 

[Table 4 here] 

 

The business compliance score in terms of percent (i.e. the points multiplied by 100 and divided by 

78), ranges from 11.54% to 69.87%, has a median of 44.55%, a sample mean of 44.66% (s.e.m. 1.15), 

and approximates to a normal distribution. In this part of the application form, the arts organizations 

report reasonably well on their revenues, personnel and business vision (see table 5). With regard to 

revenues, almost all organizations give details of the sources of their future revenues, but less than half 

mention to what extent these budgeted revenues deviate from present and past revenues. The same can 

be said for the description of costs: many organizations give details of the sources of their future costs, 

but few elucidate how these costs deviate (or not) from present and past costs. In somewhat similar 

vein, the organizations give many details about their personnel (e.g. names, function, performance, 

total personnel costs), but are quite reluctant to elaborate on the constituent details of the personnel 

costs (e.g. taxes and social security). Even more notable is that only 4 organizations mention the 

average personnel cost.  

 

The organizations report quite well on future budgets and 78 even assign their expenditures and 

revenues to specific projects or activities (i.e. analytically). On the other hand, half of the 

organizations budget for the first year (2010), but not for subsequent years (2011 and 2012). Next, the 
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majority of the organizations do not conceive of the connection between future activities and budgeted 

costs in terms of cost objects, but rather in terms of cost centers or cost categories. Moreover, only 1 

organization allocates its indirect costs to the eventual activity or product planned. With regard to 

revenue structure, as with the costs and revenues mentioned earlier, few organizations note how the 

budgeted revenues deviate from the past (or not), but, perhaps more notably, more than half fail to 

mention how they maximize their revenues or to motivate the extent of the subsidies requested. 

Finally, many organizations explain the depreciation period or percentage applied in their valuation 

rules, but most are reluctant to enlighten the funding body with more details such as the depreciation 

method, starting values, value depreciations or the allocation of the result.  

 

[Table 5 here] 

 

As mentioned above, the lowest average scores are obtained for internal control, expenditure structure 

and budget control. Looking at the elements that define these troublesome categories, budget control 

seems to have ‘lost’ points on the elements related to budget transfers, alterations and overrunning, 

meaning that, on average, only 5 organizations mention these topics in their policy plan. Concerning 

the expenditure structure, as mentioned earlier, only 4 organizations relate their disclosure to past 

expenditures or the way these were handled, 13 distinguish between direct and indirect costs and only 

25 make statements about how they are planning to limit their future expenditures and/or costs. 

Finally, concerning internal control, 26 organizations mention financial measures taken or to be taken 

and 20 make statements about the responsibilities of employees. In declining order, we further see that 

14 organizations describe, or at least refer to, their procedures of internal control, an equal number 

give some operational measures taken or to be taken, 8 address the question of the relationship 

between professional and artistic directors, 7 attempt something about the internal structure of the 

organization and, finally, a mere 4 describe the assigned authority of employees and/or manager. As 

such, all the elements defining internal control prove to be problematic to the arts organizations.  

 



18 

 

Placing the elements addressed by the majority of the organizations next to those somewhat neglected 

by many or almost all organizations may seem a somewhat simple and rough method to unravel the 

way the subsidy application is handled, but it nevertheless clarifies what areas are the more easy or 

natural ones to the organizations and what are the troublesome ones. Altogether, it appears that more 

difficult aspects are situated in the business policy plan. Not only do the highest average scores 

categories reside within the artistic policy plan (i.e. cooperation, mission statement and position and 

uniqueness in the field), leaving the business policy plan with the lowest average ones (i.e. internal 

control, expenditures structure and budget control) and, in fact, with all the mediocre ones too; there is 

also a clear difference in the total average scores for the two parts of the subsidy application. The 

sample means are 59.46% and 44.66% for the artistic and business policy plan respectively. To 

enlarge on this difference, a one-sided dependent samples t-test was performed.4 This results in a 

rejection of the null hypothesis (p<0.001), meaning that, with a confidence of more than 95%, it can 

be asserted that the entire field of subsidized nonprofit arts organizations on average scores 

significantly higher on the artistic than on the business policy plan. The mean difference between the 

two is 14.8% (see table 6). 

 

[Table 6 here] 

 

Discussion 

 

The compliance index, constructed to give a quantitative picture of the content of the subsidy 

applications, reveals that, in accordance with Townley (2002), the arts organizations are resisting the 

newly promoted logic. The score on the business policy plan is not only moderate in absolute terms 

(44.66%); it is also significantly lower than the score on the artistic policy plan (59.46%). In general, 

the organizations report well on elements that concern their goals, missions, partners and target 

audience. They also report rather extensively on their future sources of revenues and costs, their 

personnel and, in many instances, present the future budget in an analytical way. On the other hand, 

especially in the business policy plan, there are many shortcomings. These mainly relate to what could 
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be labeled ‘planning and control’. Stated differently, and referring to Dart (2004), these shortcomings 

relate to (1) the design of the service delivery (i.e. strategic planning) and (2) active management to 

control the functioning of that design (i.e. control). After all, the organizations report quite 

inadequately on internal control and budget control. But in fact other defective elements in the 

compliance index, such as the budgetary impact of audience activities, reflecting on audience size, 

relating budgeted costs and revenues to past and present numbers, long-range budgeting (preferably 

more than 1 year), the allocation of indirect costs, maximization of revenues, limitation of costs and so 

on, could equally well be subsumed under the same heading. The organizations seem to have no 

‘oversight’ body that translates future goals into measurable ones, inserts several checkpoints to keep 

track of overall progress (preferably towards those goals), and monitors the financial and non-financial 

functioning of the organization.  

 

The low business scores also point to the fact that decoupling is not in place. The arts organizations do 

not argue to be performing business-like; they are not embellishing their subsidy applications with 

regard to their business policy, otherwise the compliance index would have returned high scores. The 

low scores thus point to real shortcomings in the business management of Flemish subsidized 

nonprofit arts organizations and these seem above all related to planning and control. From the 

perspective of Friedland and Alford (1991), the business-like logic does thus not seem to have blended 

with the artistic logic. Instead, the symbols and practices of the existing, artistic logic are maintained 

and defended from the implications of the new business-like logic. As such, it appears that in spite of 

the strong coercive pressure which governments can exert, resistance to competing logics can hinder 

the implementation of newly required practices.  

 

Future research could address how governments can overcome resistance and thus instigate true 

institutional change. As noted by Friedland and Alford (1991), such change is possible when 

individual agents recognize opportunities for change in the contradiction of logics. As such, future 

studies could concentrate on personal motivations of actors in the field (see also Lounsbury 2008). 
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After all, understanding why individuals resist competing logics is important in understanding how to 

possibly alter resistance. Simultaneously, an important motivational role appears to be in store for 

institutional actors, such as governments, who wish change to happen. Greenwood, Suddaby and 

Hinings (2002) make a similar remark in explaining the process of institutionalization and the need for 

‘theorization’. According to Tolbert and Zucker (1996), theorization involves (1) specifying an 

‘organizational failing’ and its ‘solution or treatment’ and (2) justifying this solution or treatment (p. 

183). Flemish cultural government has identified the arts field as one which is too dependent on 

governmental grants and proposed its professionalization, through more business-like performance, as 

the solution. Still, justification is equally important for the successful diffusion of a new logic. As 

Strang and Meyer (1993, p. 495) assert, ‘models must make the transition from theoretical formulation 

to social movement to institutional imperative’. This is achieved by ‘aligning new ideas within 

prevailing normative prescriptions, thus giving them “moral” legitimacy […], and/or by asserting their 

functional superiority, or “pragmatic” legitimacy [...]’ (Greenwood et al., 2002, p. 60). In the Flemish 

case,, the revised governmental regulation and the accompanying new subsidy format established as a 

means to instigate more business-like behavior in the arts field may lack the necessary moral and/or 

pragmatic legitimacy to effect successful diffusion, and hence, institutionalization. More generally 

speaking, individual agents may need a sort of eye-opener in order for them to recognize the 

opportunities for change that reside within the competition of logics. Governments could embrace this 

role of eye-opener through constructive efforts in theorizing the new logic by (1) clearly specifying the 

solution it offers and (2) injecting it with the appropriate moral and/or pragmatic legitimacy.  

Another possible reason for resistance to institutional change is that the macro ‘setting’ is incomplete. 

As noted earlier, Thornton and Ocasio (2008) warn that competing logics alone do not cause 

institutional change. Such change requires a mobilizing mix, so to speak, of ‘the effects of market 

selection pressures, powers of institutional actors, and changes in the relative prevalence of societal-

level institutional logics’ (Thornton & Ocasio, 2008, p. 118). When there is resistance, it may be 

because one or more of these elements are missing or are too weak. In the case examined in this paper, 

resistance could partly be ascribed to the dual role of the funding government. On the one hand, it is 
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trying to install a more business-like logic in the field of arts organizations in order to represent itself 

as accountable, efficient and effective in the use of scarce resources. Responding to shifts in societal 

logics, the government is in this way pressuring the artistic field to behave differently and, moreover, 

is increasing competitive forces by raising the scarcity of the resources. On the other hand, inherent to 

the historically molded artistic logic is the belief that art has value in itself and therefore is somehow 

exempt from market forces and societal pressure. The system of public funding reinforces this 

privileged status of the artistic field by protecting the organizations from economic pressures (Eikhof 

& Haunschild, 2007, p. 526). Even in the Flemish case, business-like criteria are still subordinate to 

artistic criteria. Of course, to some extent this must follow from Flemish cultural policy, whose 

primary criteria are ‘quality, diversity and innovation’ (Segers et al., 2010, p.63), but it is notable that 

also in the assessment of subsidy applications, a negative evaluation of the business-like behavior of a 

particular art organization does not override a positive evaluation of its artistic side.
5
 This fact 

conflicts somewhat with the governmental demand for more business-like behavior, as ‘non-business-

like behavior’ is not really discouraged in grant allocation decisions.  

In all, at both macro and micro levels, future lines of research could examine why institutional change 

is resisted and, thus, how resistance could be altered so to enable institutional transformation. Why 

these organizations resist the competing logic and how to transform this resistance, however, 

necessitates a different methodology than the one used in this study. Contrary to aiming at a broad 

picture of the field that highlights shortcomings, an in-depth study of one or more organizations could 

enlighten some of the Future research could investigate reasons for resistant behavior and address how 

governments can overcome resistance and thus instigate true institutional change mechanisms. 
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Appendix 

Components (119 points) Measure Source  

Artistic Policy Plan   

Mission Statement (4)  Artistic policy plan (APP) 

Organizational statute D  

Goal(s) D  

Target audience D  

Products/Services D  

Position in artistic field & uniqueness in 
the field (4) 

 APP 

Artistic positioning D  

Geographical positioning D  

Partners D  

Distinction from substitutes  D  

Outline of past & present action (6)  APP 

Names D  

Titles  D  

Locations D  

Dates D  
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Number/duration of 

performances/exhibitions 

D  

Audience size D  

Future artistic plans (12)  APP + Appendix ‘Overview planned 

activities for the first year’ 

Names D  

Titles D  

Locations D  

Dates D  

Number/duration of 

performances/exhibitions 

D  

Resumption of performances D  

Interpretation of performances D  

Prognosis on audience size D  

Number of years planned  Di  

Cooperation & networking (3)   APP 

Partners D  

Goals D  

Services/products D  

Target audiences (2)  APP 

Outline audiences D  

Existing versus new audiences D  

Working towards existing audiences (5)  APP 

Link with existing audiences D  

Past activities D  

Budgetary impact: past activities D  
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Future activities D  

Budgetary impact: future activities D  

Working towards new audiences (5)  APP 

Link with new audiences D  

Past activities D  

Budgetary impact: past activities D  

Future activities D  

Budgetary impact: future activities D  

Business policy plan   

Business vision (2)  Business policy plan (BPP) 

Goal(s) D  

Operations D  

Budget control (9)  BPP 

Procedure D  

Timing O  

Designated authorization D  

Designated responsibilities D  

Budget transfers D  

Budget alterations D  

Budget overrunning D  

Internal control (7)  BPP 

Procedure D  

Structure D  

Authorization D  
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Responsibilities D  

Professional versus artistic manager D  

Financial measures D  

Operational measures D  

Income structure (5)  BPP 

Sources D  

Own versus granted income D  

Deviations from past  D  

Maximization  O  

Subsidy budget needed O  

Expenditures/cost structure (4)  BPP 

Sources D  

Direct versus indirect costs D  

Deviations from the past D  

Limitation O  

Personnel (9)  BPP + Appendix ‘Overview of staff’ 

Names D  

Function D  

Performance D  

Allowance  D  

Payment D  

FTE per year D  

Total personnel costs D  

Details of personnel costs D  
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Average personnel cost  D  

Costs (20)  Motivated notes to the budget (four parts) 

Details of sources D  

Number of sources D  

Details of amounts D  

Measurements of amounts D  

Deviations from past D  

Revenues (5)  Motivated notes to the budget 

Details of sources D  

Number of sources D  

Details of amounts D  

Measurement of amounts D  

Deviations from the past D  

Valuation rules (5)  Motivated notes to the budget 

Starting values D  

Depreciation period/percentage D  

Depreciation method D  

Value depreciation D  

Allocation of the result D  

Budget (7)  Appendix ‘Budget’ 

Profit versus loss D  

Balanced D  

Detailed D  

Analytical budgeting D  
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Long-range budget Di  

Connection between the artistic plans & 

costs (5) 

 Motivated notes to budget 

Connection with nature of activities O  

Connection with number of activities D  

Cost price per activity D  

Allocation of indirect costs D  

Details of connection D  
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Notes 

1. In this article, the adjective ‘Flemish’ and the noun ‘Flanders’ refer to one of the three main 

subdivisions of Belgium, each of which is responsible for its own cultural affairs. Cultural policy 

in Flanders is similar to cultural policy in Western Europe generally (Segers et al., 2010) 

2. Translation from the Dutch: ‘Via de zakelijke rapportering van subsidies wil ik verder werken aan 

transparantie in zakelijk beleid met als doel te komen tot duidelijke opvolging en meetbaarheid 

van efficiënte en effectieve beleidsvoering en aanwending van middelen.’ (Flemish Minister of 

Cultural Affairs, 2009, p. 22) 

3. For reasons of comparability, however, the sample excludes four artistic fields, namely 

organizations active in arts education, publication, the social-artistic field, and also support 

centers. These organizations are governed by a different governmental regulation or need to apply 

for subsidies on another application form. 

4. The following null hypothesis is applicable:  The artistic and 

business compliance scores belong to two dependent groups (i.e. two observations for the same 

subjects). The paired differences between the artistic and professional compliance scores 

approximate to a normal distribution. 

5. In preparatory interviews with individuals involved in the subsidy process (conducted by one of 

the authors of this paper), it became clear that business-like advice is always subordinate to artistic 

advice. 
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Table 1. Dart’s (2004) categorization of the ‘business-like’ concept  

Goals E.g. revenue generation, profit or financial surplus.  

Organization of 

service delivery 

E.g. higher volumes, efficient, effective and measurable services, more narrowly 

focused services, more specific client groups 

Organizational 

management 

E.g. taking charge of the organizational agenda, results-focused management 

approach, active construction and reconstruction of an organization’s mandate, 

positive focus on the leveraging of maximal results from available resources, 

clear delegation/decentralization of responsibilities 

Organizational 

rhetoric 

E.g. ‘entrepreneurial’, business jargon such as ‘business units’, ‘business 

planning’, references to management theorists 
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Table 2. Descriptive figures for the sample 

 Minimum Maximum Median M S.e.m. 

Age  0 54 16.5 19.23 1.35 

FTE  0 75 3 6.26 1.03 

Subsidies granted (euro) 20,000 2,090,000 207,500 326,470 36,289 

Subsidy dependence rate (% of subsidies 

requested in estimated total revenues) 

17% 83% 59.60% 56.76% 1.96 
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Table 3. Descriptive statistics on the categories of the compliance index 

 Minimum Maximum M S.e.m. 

Compliance score 26.05 72.68 49.75 0.94 

Artistic compliance score 29.20 82.90 59.46 1.09 

Mission statement 25.00 100.00 79.00 1.68 

Position & uniqueness in the field 0.00 100.00 72.00 1.90 

Outline of past & present action 0.00 100.00 51.16 2.43 

Future artistic plans 0.00 100.00 59.16 1.62 

Cooperation & networking 0.00 100.00 90.00 1.54 

Target audiences 0.00 100.00 61.00 2.89 

Working towards existing audiences 0.00 80.00 41.00 1.45 

Working towards new audiences 0.00 80.00 44.40 1.74 

Business compliance score 11.54 69.87 44.66 1.15 

Business vision 0.00 100.00 65.00 3.78 

Budget control 0.00 77.77 18.22 1.48 

Internal control 0.00 85.71 13.28 1.38 

Revenue structure 0.00 90.00 38.00 2.32 
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Expenditure structure 0.00 75.00 17.00 1.78 

Personnel  33.33 100.00 65.88 1.06 

Costs  10.00 95.00 59.15 1.58 

Revenues  0.00 100.00 66.20 2.52 

Valuation rules 0.00 100.00 30.00 2.56 

Budget  28.57 100.00 54.42 1.59 

Connection between artistic plan & costs 0.00 100.00 40.10 2.87 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Introducing a business-like logic in subsidized nonprofit arts organizations 

Table 4. Details of the artistic compliance score 

 Binary measures: percentage 

of the responses with score 

‘1’ 

Data measured on an ordinal or 

discrete level: median of the 

responses 

Mission statement   

Organizational statute 81  

Goal(s) 91  

Target audience 92  

Products/Services 52  

Position & uniqueness in the 

field 

  

Artistic positioning 86  

Geographical positioning 82  

Partners 74  

Distinction from substitutes 46  

Outline of past & present 

action 

  

Names 66  

Titles 61  

Locations 73  

Dates 50  

Number/duration of 

performances/exhibitions 

34  

Audience size 23  

Future artistic plans   

Names 82  

Titles 83  
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Locations 83  

Dates 50  

Number/duration of 

performances/exhibitions 

65  

Resumption of performances 80  

Interpretation of performances 84  

Prognosis on audience size 5  

Number of years planned n/a 2 (on 4, namely from 2010 to 

2013) 

Cooperation & networking   

Partners 98  

Goals 86  

Services/products 86  

Target audiences   

Outline audiences 81  

Existing versus new audiences 41  

Working towards existing 

audiences 

  

Link with existing audiences 71  

Past activities 79  

Budgetary impact: past activities 2  

Future activities 52  

Budgetary impact: future 

activities 

1  

Working towards new 

audiences 

  

Link with new audiences 75  
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Past activities 79  

Budgetary impact: past activities 1  

Future activities 64  

Budgetary impact: future 

activities 

3  
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Table 5. Details of the business compliance score 

 Binary measures: 

percentage of the 

responses with score ‘1’ 

Data measured on an ordinal or discrete 

level: median of the responses 

Business vision    

Goal(s) 76   

Operations 54   

Budget control    

Procedure 31   

Timing n/a  0 (on 3, ranging from ‘never or no timing 

mentioned’ to ‘less than monthly’) 

Designated authorization 11   

Designated 

responsibilities 

43   

Budget transfers 5   

Budget alterations 4   

Budget overrunning 6   

Internal control    

Procedure 14   

Structure 7   

Authorization 4   

Responsibilities 20   

Professional versus 

artistic manager 

8   

Financial measures 26   

Operational measures 14   

Revenue structure    
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Sources 68   

Own versus granted 

income 

56   

Deviations from past 16   

Maximization n/a  0 (on 1, ranging from ‘not mentioned’, to 

‘vaguely mentioned’ (=0.5), to 

‘quantitatively mentioned’ (=1)) 

Subsidy budget needed n/a  0 (on 1, ranging from ‘not mentioned’, to 

‘vaguely mentioned’ (=0.5), to 

‘quantitatively mentioned’ (=1)) 

Expenditure structure    

Sources 34   

Direct versus indirect 

costs 

13   

Deviations from the past 4   

Limitation n/a  0 (on 1, ranging from ‘not mentioned’, to 

‘vaguely mentioned’ (=0.5), to 

‘quantitatively mentioned’ (=1)) 

Personnel     

Names 91   

Function 99   

Performance 98   

Allowance 79   

Payment 78   

FTE per year 40   

Total personnel costs 80   

Details of personnel costs 24   

Average personnel cost 4   
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Costs     

Details of sources 89   

Number of sources 53   

Details of amounts 65   

Measurements of 

amounts 

48   

Deviations from past 41   

Revenues     

Details on sources 97   

Number of sources 57   

Details of amounts 60   

Measurement of amounts 77   

Deviations from past 40   

Valuation rules    

Starting values 26   

Depreciation 

period/percentage 

63   

Depreciation method 28   

Value depreciation 19   

Allocation of result 14   

Budget     

Profit versus loss 95   

Balanced 79   

Detailed 98   

Analytical budgeting 78   
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Long-range budget n/a  0 (on 3, ranging from 2010 (=0) to 2013 

(=3)) 

Connection between 

artistic plan & costs 

   

Connection with nature of 

activities 

n/a  0.5 (on 1, ranging from cost category (=0), 

to cost center (=0.5), to cost object (=1)) 

Connection with number 

of activities 

44   

Cost price per activity 45   

Allocation of indirect 

costs 

1   

Details of connection 57   
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Table 6. Results from the dependent-samples t-test 

 Paired Differences 

 

M SD s.e.m. 

95% CI of the 

Difference 

t df 

Sig. (2-

tailed) Lower Upper 

Business Compliance Score  - Artistic 

Compliance Score 

14.80 13.33 1.33 17.45 12.16 11.10 99 0.000 
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Figure 1. The sample: artistic field 
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Figure 2. The sample: locations 
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Figure 3. Histogram of total compliance score 
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Figure 4. Boxplot with indicated median of total compliance score 

 

 
                                                             

 

 

 

 

 


