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little about before. Or visitors to a science
museum might truly understand a Foucault pen-
dulum for the first time.

Learning in museums is often informal, volun-
tary, and usually directed by the learner. The same
object might be a revelation for one visitor and an
object of indifference for another. But that does
not mean that the museum is passive in this
learning. There are a myriad ways to organize a
collection and to tell the stories that the museum
and its collections hold.

In addition to learning about specific objects,
events, or narratives presented by the museum,
there is evidence of a different kind of change in
individuals that takes place cumulatively over the
course of a museum visit. This is referred to by
Jeffrey Smith as the “museum effect.” What hap-
pens is that as individuals interact with a number
of objects (works of art, historical artifacts, etc.),
they often use those objects as a springboard to
think about themselves, their relationships with
others, and even their place in the world. Viewed
in this fashion, a museum visit is not exclusively
about specific objects but about how individuals
react to the objects and how those reactions
accumulate over the course of the visit to change
the perspective of the visitor.

Learning Versus Thinking in Museums

The museum effect is not so much about learning
as it is about personal reflection, and the changes
in the individual that might accompany such
reflection. David Carr argues that museums should
not be so concerned about the learning that takes
place in their institutions but rather should focus
on the thinking that occurs within them. What do
people think about when they view a collection, a
special exhibition, or a display? What does their
visit cause them to think about once they have
returned home?

Museums contain the artifacts and stories that
define us as civilized people. They are repositories
of who we were, who we are, and who we might
become. In them, we experience beauty, joy, sor-
row, personal reflection, new ideas, and familiar
objects. Engaging these objects, and working with
the educational opportunities provided by the
museum, we grow as individuals, sometimes imper-
ceptibly, but at other times with leaps of personal
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paradigm shifts, with better insight into who we
are as individuals, as human beings.

Jeffrey K. Smith and Lisa E. Smith

See also Art Museums; Association of Science-Technology
Centers; Children’s Museums; Libraries and Library
Services; Museum Learning; Science-Technology
Centers and Science Museums
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Music ENTREPRENEURSHIP

With the effectiveness of school systems to prepare
youth for 21st-century academic and career oppor-
tunities coming increasingly under scrutiny, youth
who demonstrate a keen ability to learn new skills,
adapt to new situations, and envision emerging
career possibilities seem best poised to succeed in
the digital age. In this landscape, entrepreneurship,
or the capacity of individuals to undertake and
execute an independent creative business venture,
is increasingly regarded as a necessary skill for
today’s youth, regardless of whether they want to
start a tech firm, form an ensemble, or run a pri-
vate studio. This entry explores the history and
current exemplars of successful entrepreneurship
within the context of music, arguably one of



Copyright © 2017. SAGE Publications. All rights reserved.

Music Entrepreneurship 517

youths’ most pervasive passions. By presenting
various forms of entrepreneurship as well as exam-
ples of projects, genres, and organizations that
have used entrepreneurial action to operate in
innovative and sustainable ways, this entry speaks
to the overarching principles that make entrepre-
neurship a necessary life skill.

The music industry has been powerfully affected
by cultural, economic, and technological changes of
the early 21st century. Consumption and produc-
tion of music is being transformed and disrupted in
just about all ways imaginable—from the emer-
gence of digital platforms, through a dizzying array
of social media apps, through the increasing cross-
pollination of styles and genres, through changes in
how we educate and train artists and nurture
audiences. So much seems to be happening simulta-
neously. On one level, music seems to run like water
through our everyday lives. On the other, there is a
sense of urgency and excitement as artists, large and
small ensembles, education institutions, and cultural
organizations adapt, sometimes even morph, as they
respond to the changes around them.

Entrepreneurship—the ability to imagine and
identify opportunity, combined with the skills to
creatively build something of sustaining value—is
now a central and necessary part of the lives of art-
ists, the development of organizations, and the
future of music ensembles. Simply knowing how to
do one thing well, such as performing an instru-
ment, teaching in a classroom, or doing research,
often is no longer enough to find long-term and
satisfying employment or to succeed as a perform-
ing arts organization. Artists and organizations
today thrive when they combine talent and
hard-earned skills with deep situational and cultural
awareness, proficiency in marketing and promotion,
and knowledge of technology and social media.

Key to an entrepreneurial mind-set is a pro risk-
taking attitude, which enables one to be more
likely to take advantage of opportunity. The most
successful artists of the 21st century are adaptive,
responsive, and flexible, which make it possible for
them to recognize and add value to emerging
opportunities.

Entrepreneurship in the Arts

The word entrepreneur surfaced in France in the
mid-18th century to define someone who

undertakes a project. Through the centuries and
decades since, it has come to represent innovative
business practice and, more recently, an approach
to inventive value creation. Entrepreneurial action
in the arts requires what is sometimes referred to
as “opportunity creation,” the means by which art-
ists, creative collaborators, producers, promoters,
and audiences find one another to add value to
their lives.

Like social entrepreneurs, music entrepreneurs
learn to combine the passion for creativity and
problem solving with business discipline, innova-
tion, and production within a larger context. They
are aware that the act of music making takes place
within a framework of relationships. They improve
systems of music making, come up with new ways
to solve problems, and explore ways of changing
organizations, ensembles, community, and society
for the better. They have the ability to be visionar-
ies and realists simultaneously and are passionate
about transforming an idea into reality.

In the realm of the arts, success in entrepreneur-
ial action—the creation of value—can have a
double or triple bottom line. Financial sustainabil-
ity and profit is one area of success. Societal ben-
efit can be considered, too, as can the intrinsic
power of the art itself. Key to entrepreneurial suc-
cess is the generation of new ideas and new modal-
ities. The entrepreneur is able to think boldly, ques-
tion assumptions, and challenge the status quo.

The Creative Economy

The creative economy is understood to involve
socioeconomic activities inherent in creativity,
knowledge, and information that add and are
sometimes crucial to the global economy. Advertis-
ing, art, design, fashion, film, music and the per-
forming arts, radio, and television are all part of
the creative economy, providing the cultural arena
and society in which we live. Arts entrepreneurship
and entrepreneurial thinking are embedded in the
fabric of the cultural economy.

Intrapreneurship

Intrapreneurship, a term often used to describe
an individual’s ability to act and think like an
entrepreneur while working within an organiza-
tion, performing in an ensemble, teaching in a
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classroom, and so on, can be useful to the advance-
ment of a group’s mission. Often, independent
entrepreneurs first find their foothold in creative
thought while working within an organizational or
educational structure and then move on to a pro-
fessional life that is made up of multiple projects,
sometimes referred to as a portfolio career.

Personal Entrepreneurship

Personal entrepreneurship involves characteris-
tics and methods that describe successful entrepre-
neurs as they lead innovative and creative lives:
They recognize opportunity. They are adaptive, self-
aware, and good at reading others. Through their
actions, they are catalysts for change are visionaries,
and take initiative. They multitask and can build
teams that both inspire and challenge. On an emo-
tional level, they tend to be resilient, learn to handle
risks, and tend to be competitive and goal oriented.
They also have an ability to temper their creativity
with realistic assessments. Personal entrepreneur-
ship involves being able to develop innovative solu-
tions, recognize opportunity, create demand, attract
attention, and grow the number of consumers.

Examples of Music Entrepreneurship

Within the music arena, there are many examples
of musicians, projects, genres, and organizations
that have used entrepreneurial action to explore,
discover, and present music in sustainable and
innovative ways.

Genres

The early music field, emerging in the 1960s
and blossoming toward the latter half of the 20th
century, involved a high degree of experimentation
and risk: the rediscovery and recreation of ancient
instruments and a performance practice (initially
shunned by the establishment) that grew out of a
combination of research and experimentation. The
discipline slowly gained credibility in concert halls
and institutions of learning, transitioning from
early adopters to mainstream acceptance. As a
result, the pioneers of the early music world have
added immense value to the field of Western art
music. Performance practice of music from the
16th to the 19th century has been forever changed.
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Jazz, a quintessential American art form,
emerged through highly entrepreneurial artistic,
economic, and social collaborations between musi-
cal communities who saw opportunity in the merg-
ing of African American and European American
musical languages. Empowered by improvisation
and inspired by the convergence of cultures, those
involved in the new style embraced polyrhythms,
syncopation, American popular music, Ragtime,
African traditional music, and much more. A meld-
ing of performance traditions that were simultane-
ously highly risky and liberating led to a revolution
of creative entrepreneurial thought and action that
had a powerful impact on much of the world’s
music industry through the late 19th and early
20th centuries.

Popular music, likewise, has quickly morphed,
especially during the late 20th and early 21st cen-
turies as music trends went global and the Internet
became a powerful force in the music industry.
Both the practice of entrepreneurship and a digital
mind-set have expanded pop into a realm that
seems to occupy a myriad of locations: on the
radio, everywhere in social media, on all video
platforms, in games, in advertising, and so much
more. The entire media world is suffused with pop,
or pop-inspired, music.

Organizations

The Sphinx Organization, initially formed by
young Black violinist Aaron Dworkin as a classi-
cal music project to confront issues of diversity on
stage and in audiences, has evolved into an orga-
nization with a mission that focuses on “trans-
forming lives through the power of diversity in the
arts” (Sphinx Organization, n.d.). The Sphinx
Organization now works to create positive change
in the arts field and in communities across the
country through an increasing number of
programs.

Fractured Atlas “empowers artists, arts organi-
zations, and other cultural sector stakeholders by
eliminating practical barriers to artistic expression,
so as to foster a more agile and resilient cultural
ecosystem” (Fractured Atlas, n.d.). Founded in the
late 1980s, the organization’s original activities
involved support for theater companies in New
York. The organization later reinvented itself as an
arts service organization, with the goal of
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influencing a wider segment of the arts community
in a manner that was both scalable and sustain-
able. Today, Fractured Atlas is one of the leading
organizations for artistic development in the
United States.

Ensembles

Chicago-based Fifth House Ensemble “taps the
collaborative spirit of chamber music to create
engaging performances and interactive educational
programs, forging meaningful partnerships with
unexpected venues, artists of other disciplines, edu-
cational institutions, and audiences of every type”
(Fifth House Ensemble, n.d.). Over the past decade,
the ensemble has engaged theater groups, visual
artists, animators, living composers, astronomers,
folk musicians, and corporate innovators through
transformative cross-media performance experi-
ences for audiences of every type.

Roomful of Teeth is an award-winning vocal
project dedicated to mining the expressive poten-
tial of the human voice. Through study with mas-
ters from singing traditions the world over, the
eight-voice ensemble continually expands its
vocabulary of singing techniques and, through an
ongoing commissioning process, forges a new rep-
ertoire without borders.

Projects

El Sistema, a life-changing music education pro-
gram in Venezuela founded in 1975 by Venezuelan
musician, economist, and activist José Antonio
Abreu, has become a worldwide phenomenon.
Currently in more than 25 countries, the program
offers underserved children a purpose, a voice, and
an alternative to life on the streets. Abreu and
those around him have established a societal
movement that offers art music instruction to
many in society who otherwise would not have
access to it.

Street Pianos is a cross between an art installa-
tion and a performance opportunity for pianists
and communities worldwide. Started in 2008 by
British artist Luke Jerram, the project has reached
more than 10 million people. More than 1,500
pianos have been installed in public places in more
than 50 cities, bearing the simple instruction, Play
Me, I'm Yours. A musical equivalent of Facebook,

Street Pianos provides an interconnected resource
for people to express themselves.

People

Yo-Yo Ma, a Chinese-American virtuoso cellist,
is transforming what it is to be a classical musi-
cian. With a focus on cultural intersections, he
established the Silk Road Ensemble in 1998 and,
more recently, codeveloped a cultural entrepre-
neurship initiative at the Harvard Business School.
Ma’s life as a world-class classical musician power-
fully introduces a new way to think of the art form
in the 21st century.

Beyoncé (Beyoncé Knowles-Carter) is an Ameri-
can singer, songwriter, record producer, and actress
redefining what it is to be a pop star. A solo artist
with more than 20 Grammy Awards and more
than 100 million in record sales, she has become a
cultural icon who fearlessly engages in political
activism and cultural commentary. With a deeply
entrepreneurial mind-set, she has converted her
artistry and fame into a business that includes
touring and merchandise, sponsorships, album
sales, music publishing, films, endorsements, and
fashion.

The Business of Music Entrepreneurship

As Donald Kuratko (2017) has written, successful
entrepreneurship requires “the creative skill to
marshal needed resources” and “the fundamental
skill of building a solid business plan” (p. 5). The
business side of music entrepreneurship is just as
important as the more conceptual side of the disci-
pline. This section briefly outlines some of the
approaches to developing successful projects.

Design Thinking

Design thinking is an iterative approach to
problem solving that opens up the exploration of
perspectives by people with different experience,
knowledge, and skills. Through a series of
processes, the collaborative group works to cre-
ate a practical solution for a real-world problem.
Music entrepreneurs have begun to use this
method of problem solving for organizational
development, professional development, and
education. Design thinking uses five areas of
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discovery: (1) empathize, (2) define, (3) ideate,
(4) prototype, and (5) test.

Situational Awareness

Artists and organizations today can thrive by
developing deep situational awareness that
enhances entrepreneurial action. A kind of 3D
mind-set—the perception of environmental ele-
ments and events with respect to time or space and
the comprehension of their meaning—situational
awareness opens up a range of possibilities that
enables projects, organizations, or individuals to
be innovative, adaptive, and culturally responsive.

Organizational Structures

Various business organization structures in the
United States support music entrepreneurship. An
individual can register a business under a fictitious
name (a name that does not include his or her sur-
name but is a DBA [doing business as]). Other
for-profit entities include an LLC (limited liability
company, which helps protect personal assets in
case of a failed enterprise), a C corporation, and an
S corporation. A trend in for-profit organizations
over the past decade is to be more culturally
responsive and to use the arts as a way to do so.
Many advertising campaigns with a social purpose
now fold in ideas of creativity through the arts.
One of the most successful is the 2013 Dove Real
Beauty Sketches: You’re More Beautiful Than You
Think.

A substantial amount of organizational activity
in the arts falls under the not-for-profit category,
which generally refers to organizations that do not
earn profits for owners or shareholders but use any
money earned or donated toward their mission.

The not-for-profit category usually used by arts
entities is the 501(c)3 corporation, which is defined
as an organization involved in activities that are
charitable, religious, educational, scientific, or lit-
erary. In the United States, 501(c)3 corporations
are considered to be tax exempt for the most part.
Key to the formation of a 501(c)3 corporation is
that neither does any member directly own the
organization nor does any individual benefit from
its proceeds, except through payment for services
rendered. Perhaps the most attractive aspect of a
501(c)3 is that donations in cash and in kind in
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support of the organization can be considered as
deductible amounts from personal income taxes.
Revenue streams for 501(c)3 corporations typi-
cally include contributions from individuals,
grants, corporate sponsorships, merchandise, and
ticket sales. For larger organizations, an endow-
ment allows for a small but stable proportion of
annual income to derive from investments.

Business Plan Development

A SWOT analysis is a method of evaluating
strengths, weaknesses, opportunities, and threats
for a particular project, organization, or person. As
a ubiquitous and universally accepted planning
tool, the exercise helps identify internal and exter-
nal factors that help or hinder the stated objectives.
Entrepreneurs also use templates to develop new
business models. Business Model Canvas is one
such template. It includes nine basic building
blocks: (1) customer segments, (2) value proposi-
tion for each segment, (3) channels to reach cus-
tomers, (4) customer relationships, (5) revenue
streams, (6) key resources involved in creating
value, (7) key activities involved in creating value,
(8) key partners, and (9) the cost structure. Map-
ping these elements on a “canvas” helps a team
design, discuss, and implement a project in a way
that is aligned with strategic goals.

Budget

Key to the success of any project is a realistic
budget, for both income and expenses. Being as
specific as possible about fees for services, expenses,
and tools necessary to complete the project helps
clarify realistic objectives. Comparing other simi-
lar projects in detail also gives one a concept of
what is possible.

Many arts-related projects rely heavily on both
cash income and in-kind contributions. In-kind
contributions can be in the form of professional
activity, services, and goods not involving money
or not measured in monetary terms. Typical in-
kind support for arts projects includes rehearsal
space, housing, transportation, reception catering,
and instrument loans. Even though in-kind contri-
butions are not considered as having monetary
value, it is extremely important to keep track of
them in order to realistically evaluate value. New



Copyright © 2017. SAGE Publications. All rights reserved.

Music Entrepreneurship 521

projects often involve a higher percentage of in-
kind support when revenue generation has not yet
fully developed.

Fund-Raising

Effective fund-raising efforts involve an ability
to convince supporters that one’s project or orga-
nization is deeply valuable not only in terms of
financial viability but also in terms of social,
educational, and cultural good. If the vision is
strong and the values within a project align with
the values of those in a position to help, attracting
funds becomes much easier. Fund-raisers are best
when they have a preexisting relationship with
funders, cultivated through special events,
receptions, advisory boards, and memberships.
Thinking of the needs of the donor should be part
of any conversation. Over the past few decades,
donors, foundations, and other granting organiza-
tions have become more attentive to outcomes:
reports that confirm the value of a project, and
projects that align with community, social, and
educational development.

Income sources for arts projects vary widely but
can be generally organized in the following ways:
ticket sales, project and organizational grants, con-
tributions from individuals, corporate sponsor-
ships, merchandise, and partner funding.

Crowdsourcing and Crowdfunding

Crowdsourcing, a revolutionary way to both
fund ventures and to develop creative partnerships,
is a process of sourcing the collective knowledge of
a network of individuals to solve a problem.

Within crowdsourcing is crowdfunding, a way
to raise small amounts of money from a large
group of supporters in aid of a new project or
product. This often helps build a community of
fans in support of upcoming albums, tours, record-
ing projects, and so on. Among the most promi-
nent platforms used for crowdfunding creative
projects are Kickstarter and Indiegogo. More
recently, Patreon has become popular. Typically,
the services charge a fee of around 5% to 10% of
the funds raised for a successfully funded project.

Kickstarter is an “all-or-nothing” service in
which, if the artist does not meet the goal, they end
up empty-handed (and supporters are not charged).

This can be a powerful motivating factor as the
projects are promoted and discussed. Kickstarter
has a rewards program, allowing contributors to
receive special tokens of thanks from the artists.
The site accepts only around 60% of the approxi-
mately 2,000 projects that apply each week.

Indiegogo has a relationship with artist support
organization Fractured Atlas, which allows for
seamless coordination between supporters and a
not-for-profit organization that can be a fiscal
sponsor of the artist or ensemble. The system
allows both “flexible funding” (raise whatever is
possible within a period of time) and “fixed fund-
ing” (all-or-nothing).

Patreon, a relative latecomer, is strong when it
comes to building support for a variety of projects,
anything from music compositions and music les-
sons to large recording and performance projects.
Artists can choose a “per-month” or “per-creation”
campaign.

Other crowdfunding platforms include Pledge-
Music, GoFundMe, Tilt, and Razoo.

Branding and Marketing

Simply put, a brand is an identity that is embed-
ded in a set of values that leads to a point of view
and actions. Depending on the scope of the project,
it can apply to all aspects of how an individual,
project, ensemble, or organization represents itself
through logos, text treatment, colors, fonts, and
character of copy. Branding is a discipline con-
nected to a mission statement, which applies to
both internal and outward appearances. In other
words, an effective brand is authentic and true to
core principles and values. Entrepreneurial brand-
ing in the 21st century is highly responsive to con-
text, trends, and cultural context.

Using the foundation of a brand, marketing is
the way to promote awareness of an individual,
project, or organization. A successful marketing
campaign motivates customers (or audiences) into
action, empowers a more meaningful relationship
with them, introduces values and services to their
orbit of influence, and gains their trust in an
individual, ensemble, or organization’s ability to
serve their interests. More so than ever, a market-
ing campaign is a conversation in which producers
and consumers discuss and sometimes co-create a
perception of value in the art they share.
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Publicity, a core component of marketing, can
be developed through earned media—a concept
that refers to articles, blog items, and other publi-
cations in support of a project that do not come at
a cost to the artist. The platforms for this can
include television, radio, and the Internet, in a vari-
ety of formats such as news articles or shows and
editorials. Social media is a huge arena for earned
media; viral sharing of information about an event,
individual, organization, or project can amplify
awareness more than any paid media.

Alain Barker
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MusicaL FuTuRES

Musical Futures (MF) works with students and
teachers in schools, as well as influencing teacher
education and training, by utilizing music-learning
approaches adapted from out-of-school contexts,
notably Lucy Green’s work on the incorporation
of popular musicians’ informal learning practices
in the classroom context. MF was originally a
U.K.-based organization, founded in 2003 by the
Paul Hamlyn Foundation. Now it also exists in
Australia and Canada and has influences in music
education internationally, inspiring projects in Bra-
zil, China, Cyprus, Greece, Singapore, Uganda, and
the United States. After more than a decade as a
charity, the U.K.-, Australia-, and Canada-based
organizations are now private, nonprofit compa-
nies. This entry discusses the approaches that MF
uses, the contexts in which it operates, its goals,
and research on its effectiveness.

Around the turn of the 21st century, the atten-
tion of music educationalists, teachers, and others
was increasingly focused on how and why music
education provision in schools could often alienate
students, despite evidence from numerous studies
indicating that from early adolescence young peo-
ple are hugely interested in music as part of their
leisure activities and identity realization outside
school. MF taps into young people’s existing out-
of-school interests and abilities in music. Its
approach to music learning in the classroom aims
to fulfill the following:

Inclusive: Everyone takes part at their own level.

Absorbing: Learning is practical and hands-on.

Relevant: Learning starts with music that students
engage and identify with.

Sociable: Learning is collaborative and with friends.

Student led: Activities are led by learners with teach-
ers/leaders modeling, guiding, and supporting.

Varied: Learners perform, listen, compose, impro-
vise, work on a range of instruments and voices, use
technology, and explore a range of genres and styles.

Progressive: Music learning experiences are high
quality, authentic where possible, and with clear
progression routes.



