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Purpose, Stakeholders and Values:
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Abstract

These are exciting times through which to lead a museum. Public museums are being
put into the hands of regional and local governments or privatized, and most museums are
being called upon to increase their earned income and private support. Museum managers
are becoming leaders. Looking outward, they can learn from business models to position
their institutions strategically as destinations for cultural tourism, as sites of urban
revitalization, as places for learning in the information age, as engines of economic
development with the potential to facilitate growth of the experience economy and
contribute to a creative economy in which inventiveness and meaning making rather than
information define a new conceptual age. Museums are also embedded in the network of
shared interests and values that make up what has been called the social capita of a civil
society.

Museum leaders clarify the purpose and public value of their institutions. They plan
strategically, guided by avision for what their institutions can become. They build capability
necessary to carry out the purpose of their museums by securing the support of external
stakeholders with an interest in their institutions; by hiring and retaining effective staff,
supporting their professional development, and modeling such core values as respect,
teamwork and accountability, appropriate to the culture in which they work; and by being
effective advocates. Museum leaders, other staff and supporters engage in a cycle of
planning, action, evaluation, and reflection that enables them to learn and adapt in a
changing environment. Leaders do not work alone. They put people first.
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From Management to Leadership

In 1990, | participated in the Museum Management Institute, a summer program
sponsored by the J. Paul Getty Trust. This month-long institute was designed to prepare
directors of small museums and department and division heads of large museums to assume
greater administrative responsibilities at their own or other institutions. In 2003, the name of
the program was changed to the Museum Leadership Institute. This name change reflects a
broad shift during the 1990s in the United States in the role of the museum director from
manager, organizing the efficient use of collections, staff, finances, and other resources, to
the role of museum director as leader, looking forward and facilitating effective institutional
responses in a changing world. Museums have come to be seen as businesses over the past
20 years. The most effective businesses have been led by leaders, not managed by
administrators. Museum leadership is the focus of this article.

These are exciting times through which to lead a museum. Governance structures are
changing internationally, as an increasing number of public museums are being given over
to the control of regional and local governments or privatized, and called upon to increase
their private funding from admissions, sales, and individual and corporate gifts. As museum
leaders look outward, they see their institutions in the context of a global economy and an
international exchange of culture, ideas and people. Their institutions embody the cultural
capital and aspirations of local communities, peoples, and nations. Museums are places for
learning in the information age, with the potential to facilitate growth of the experience
economy (Pine & Gilmore, 1999) and to contribute to a shift toward a creative economy
(Florida, 2002, 2008) in which inventiveness and meaning making rather than information
define a new conceptual age (Pink, 2005). Museum leaders are called upon to respond to
changing demographics in their audiences, to competition from other cultural institutions
and opportunities for learning, and to the impact of technology in enhancing or replacing the
experiences their ingtitutions have to offer.

In responding, museum leaders have sought to understand their stakeholders, to clarify
the mission and vision of their institutions, to develop strategic plans that adapt to and
anticipate external changes, and to advocate the value of their institutions in terms of the
collections they preserve, the knowledge they share, and the new ideas they produce among
visitors and other audiences in whose lives museums make a difference. Leaders build the
capacity necessary to carry out the purpose of their institutions by securing adequate
funding, by hiring and retaining effective staff and guiding and encouraging them in
accomplishing their goals, by supporting their professional development, and by modeling
such core values as respect, teamwork and accountability, appropriate to the culture in which
they work. Leaders do not work alone. They put people first.

My point of view in writing about leadership is influenced by my own experiences in
the United States. First, as head of alarge education department at the J. Paul Getty Museum
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and now as a professor of art education, | learned to value people, the audience or customers
of a museum, on the one hand, and the staff, a museum’s most important resource, on the
other. Second, as director of the John and Mable Ringling Museum of Art, the State Art
Museum of Florida, | learned the difficulty of replacing public financing with earned income
and private fundraising, and the importance of the perceptions that external stakeholders had
of the museum and that guided internal stakeholders, including trustees, staff and volunteers,
in their work for the museum.

These comments are also based on the work of authors who have helped me make
sense of my experiences working in museums. There is a growing literature to provide
guidance to museum directors, among which | would like to point out the influential work of
Stephen Weil (2002a, b) who examined the position and management of museums from a
primarily institutional point of view and whose writings have helped to adapt the business
practices of the for-profit and non-profit sectors and shape the direction of museum practices
in the United States. He was honored posthumously with a special issue of the journal,
Curator (2007, 50[2]), on these topics. For a different, human perspective on the personal
role of directors leading their institutions with emotional intelligence and passion through
change, see the publication by Sherene Suchy of her international research on museum
leadership (2004).

Changing Governance Structures. Public Ownership to Private Support

The majority of museums in the United States are private non-profit institutions
governed by aboard of trustees. They rely primarily on a combination of earned income and
private and some government support to fund their operations. The smaller number of
museums governed by Federal, state and local government entities have been increasingly
directed to find private funding. For much of the 20th century, art museums in particular
could rely on the philanthropy of private individuals both to build their collections and to
create endowments to underwrite operating expenses. While individual support continues,
more recently, museums in the United States have looked to corporations in the private
sector for support and joint ventures, leading the American Association of Museums in 2001
to publish its Guidelines for Museums on Developing and Managing Business Support
(AAM, 2001).

In contrast to the United States, museums in most countries including Taiwan were
until recently supported, if not governed, by national and regional governmental authorities.
But in the last 20 years, in Europe (Boylan, 2006), for example, national museums have
been put into the hands of regional and local governments or privatized, and directed to
become more financially self-sufficient through commercial activities and private support,
the latter encouraged by tax benefits for corporate and individual donors. In Great Britain,
the Victoria and Albert Museum stirred controversy in 1988 when it began to brand itself as
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an ace café with quite a nice museum attached,” in a controversial ad campaign to
generate income designed by Saatchi & Saatchi. Similar developments have occurred in
Japan (ltoi, 2005) and Taiwan (Chang, 2007; Tzeng, 2005). In South Korea, with the
founding of the Leeum, the Samsung Museum of Art, the Korean electronics giant has taken
on the usual roles of the Ministry of Culture and Tourism and the Ministry of Education and
Human Resources Development and combined corporate interests with national interests in
creating a museum complex to exhibit and interpret both the traditional and the modern and
contemporary arts of Korea and thereby cultivate national cultural identity and pride.

The shift in museum governance and support toward privatization or various forms of
local control is international, and it will probably continue. As we have seen, changes in
governance for public institutions can be sudden and unexpected with political shifts, as new
administrations enter office and legislative agendas change. By contrast, governance
changes in private institutions are less common and more gradual, driven primarily by
economic considerations specific to each museum. In response to changes in governance
and financial expectations, museum leaders must know and understand the stakeholders
with a possible interest in their institutions, from politicians to businessmen, philanthropists
to audiences. Developing relationships with these stakeholders before changes in
governance are contemplated and possibly enacted will enable museum leaders to have a
voice in and help guide this process. To do so, museum leaders must understand and be able
to articulate the value of their institutions to these diverse constituencies, and seek
partnerships and joint ventures.

Strategic Positioning: Museums as Businesses and Other Models

Compelled by political and financial necessity and encouraged by new relationships
with the corporate sector, museum leaders in the United States, as well as in other countries
where various forms of privatization have been adopted, have |ooked to business models for
guidance. Internally they have used these models to increase and make efficient use of their
human and financial resources and externally they have used them to strategically position
their institutions. Within museums, these models have led to such practices adopted from the
business world as situational analysis and strategic planning, managing by objectives, total
quality management, teamwork, sharing core values, and post-heroic, transformational
leadership. Looking outward, these models have included market segmentation, marketing
exhibitions and related products, and developing a brand, such as the name recognition the
Guggenheim has capitalized upon in expanding internationally (Twitchell, 2004). The
Louvre is doing the same (Gumbel, 2008), and technology has been used for marketing as
well as education in the development of the Digital Museum at Taiwan's National Palace
Museumn (Chang, 2007). These business models have become institutional priorities both in
the United States and abroad, though there has been some resistance and regret among
museum staff and supporters over the passing of an era in which collections and the
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knowledge they embodied seemed paramount in importance.

Business models change as the world changes. Museum leaders can and should look at
the ways of thinking, living, and doing business that have entered into discussion in the last
ten years, with implications for museums no less great than for the international business
community. Museum leaders can take advantage of opportunities to capitalize on the brand
name of their ingtitutions, based on a museum’s association with culture, quality, class, and
the elite, or with a special story or valued knowledge (Chang, 2007; Gumbel, 2008;
Twitchell, 2004). Museums have a role as sites of cultural tourism in supporting the local
economy, and may be a cornerstone in urban redevelopment. Museum leaders can take
advantage of museums as places for free-choice learning in the experience economy (Pine &
Gilmore, 1999), as sources of information and places for discovery learning in the
knowledge age (Falk & Sheppard, 2006), and as places to attract and foster creativity for the
emerging creative economy (Florida, 2002, 2008) or to help develop new aptitudes in
design, empathy, and making meaning, for example, to provide the necessary edge for
success in global business in the conceptual age (Pink, 2005). Each of these business models
for economic development and growth may find value in the kinds of experiences, insights
and informal learning visitors may gain from visiting museums and participating in the
kinds of experiences and learning they have to offer.

But we should also keep in mind what museums can and cannot do. Anderson warns
that & business-like approach” in American art museums has become &' profit-minded
approach,” and that we have not been sufficiently critical in too readily accepting the
argument that* art museums’ relevance to the public good—as judged by corporate
underwriters, foundations, and private patrons—has as much to do with being engines of
economic development as with art preservation and education” (Anderson, 2007: 10). In
fact, with few exceptions, museums cannot support themselves on earned income, no matter
how entrepreneurial they become. Emphasizing their contribution to economic growth puts
them at a competitive disadvantage with theme parks, for example, and overlooks their
mission and what they can do well.

Museums have educational and social purposes more important than their economic
one. As Janes (2007) argues, museums are part of &' civil society” made up such socia
institutions such as religious, cultural and educational organizations that lie between the
private sphere of family and the public spheres of state or market. Museums, like libraries
and universities, contribute to* the networks, norms, trust and shared values--the’ social
capital’--that is transferred into the social sphere and not only helps to hold society together,
but is aso instrumental in facilitating an understanding of the interconnectedness of society
and the interests within it” (Janes, 2007: 223). Janes concludes, returning to the language of
the marketplace, that a museum'’s most powerful brand lies not in its name or products and
their economic utility, but in its mission and core values as these reflect and communicate
the shared interests, purposes and values of acivil society (pp. 231-232).
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New developments in technology have an effect on the educational, social and
economic potential of museums, and suggest new business models as well. Weinberger has
proposed away of looking at aworld changing though technology that at first glance sounds
less like an opportunity than a challenge to museums where, as in most educational
institutions,” we need experts to go through information, ideas, and knowledge and put
them neatly away” (Weinberger, 2007: 22). Museums generally impose order, sequencing
experiences so that visitors can learn from what curators have to show them in the orderly
arrangement of objects and participatory experiences in exhibitions and other installations.

The alternative Weinberger proposes is a miscellaneous digital mess in which
different points of view are negotiated, given context, and embodied with passion and
interest.” In management terms,” it's not whom you report to and who reports to you ....
It’s how messily you are connected and how thick with meaning are the links”
(Weinberger, 2007: 230). The idea that visitors are making their own meaning and
constructing knowledge from their actual and virtual experiences in museums has become
the common assumption in most writing on museum education in the United States (Falk,
Dierking & Adams, 2006). Wikipedia, for example, has become an effective compendium of
socially constructed knowledge without the intervention of authority. A visit to YouTube
makes clear that the meanings visitors construct for themselves and vaue do not have any
necessary connection with the experiences, interpretation and meaning that museum staff —
the experts—would like them to have. Searching through YouTube for videos of the
National Palace Museum in Taipel, for example, we find homemade videos of feeding the
koi at the top of the list, before videos produced or sponsored by the museum. Museum
leaders have to enter into this mess, and find ways along with visitors, audiences, and other
stakeholders to acknowledge and co-construct multiple, personally significant meanings for
their institutions. They can no longer control meaning, nor should they want to.

These various conceptually overlapping paradigms, or understandings of the global
world in which we live, can provide museum leaders with insight and tools for positioning
their ingtitutions as sites of value in the global economy and for advocating the central role
of museum experiences in facilitating learning about oneself and others, and about the times
and worlds in which we live. Their ingtitutions can make a difference if they provide the
leadership to develop and act upon an understanding of the value of museums for the public
and stakeholders.

Purpose and Public Value

What are the characteristics of the well led and governed museum? Comprehensive
guides do exist to answer this question. The American Association of Museums confers
approval on museums in the United States through accreditation. AAM published a
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comprehensive statement of key criteria or standards to use in the accreditation process in
1996, revised in 2005. This statement divides the" characteristics of an accreditable
museum” into seven broad categories: public trust and accountability, mission and
planning, leadership and organizational structure, collections stewardship, education and
interpretation, financial stability, and facilities and risk management (American Association
of Museums, 2005). Divided among these categories, the list of* characteristics describing
a professionally run, high-functioning museum” (AAM, 2005: 6) is useful both as a guide
in the process of accreditation, but even more, as it is intended, as a tool for museum
directors, staff, and trustees or other governing authority to use in reflecting on the strength
and weaknesses of their institution.

WEeil proposed a shorter list that shifts attention from where to look to what to look for
in well run museums, suggesting that* good” museums can be recognized by four criteria.
Such organizations are purposive (they have a clear sense of what
purposes external to themselves they are seeking to accomplish),
capable (command the means required to accomplish those
purposes), effective (are demonstrably able to accomplish the
purposes they seek to accomplish), and efficient (are able to
accomplish those purposes in a maximally economic way) [italics
original]. (Weil, 2002b: 7)

| would like to focus on the first three criteria, as does Weil, and on the leader’'s role in
meeting them. The fourth criterion is more a matter of good management than of leadership.

The" purposive” museum has a clearly defined mission and purpose, one that states
what value the institution can bring to the lives of the people it serves. The traditional
mission of collecting museums in the United States was to collect, preserve, exhibit,
research, and interpret. This mission usually implied a greater attention to the objects
collected than to the public served. But as a result of changes in the demographic, social,
economic, and political contexts in which museums operate, attention has increasingly
shifted in the past 20 years to the public dimension of museums (Weil, 2002a). This shift is
reflected, for example, in Excellence and Equity (American Association of Museums, 1992),
areport on the public role of museums that has been used by directors and boards of trustees
to re-evaluate the purpose of their institutions and to rewrite their mission statements. The
shift is also reflected in the 2001 revision of Professional Practices in Art Museums of the
Association of Art Museum Directors, where* public education” was included for the first
time as a main function of art museums (Association of Art Museum Directors, 2001: 8).
The discussion of the public role of museums has become international with the
decentralization of governance structures, insistence on accountability for public funds spent
on their support, and the demand that they earn and find other ways to increase their private
support. These developments may be described as a shift of attention from the cultural
capital (collections) of museums to their socia capital (relationships), but, as Suchy argues,

59



gobooobooooon

this does not imply that museums need to turn away from their collections, but rather that
they should be" revaluing the social relationships that are built around the collection”
(2004: 101).

In a purposive museum, the mission, vision for the future, strategic plan, policies, and
daily practices are al aligned with the stated purposes of the institution. This purpose is
understood by the staff working at the museum, it is communicated to external stakeholders,
it influences the values of the institution, and, idedly, it is felt by al who visit the museum.
The mission of the Children’'s Museum of Pittsburgh is to provide® innovative museum
experiences that inspire joy, creativity and curiosity.” These feelings and engagement are
indeed inspired as soon as we figure out how to make the chicken dance when we visit the
museum’s website',

The purpose and value of a purposive museum may include, for example, providing
discovery-based learning to reinforce and broaden formal education for children in schools;
supporting life-long learning through personal and social engagement in the arts; serving as
stewards of culture, local and national history, and scientific discovery; advancing economic
development through urban redevelopment and attracting cultural tourists; and providing
centers for community gathering and dialog. The purposes are specific to each museum and
to the communities it serves.

Capability, Strategic Planning, Stakeholders, and Core Values

A leader ensures that the museum has a strategic plan that situates it within changing
external contexts, addresses the interests of the institution’s stakeholders, and provides the
means or capability, both internal and external, to carry out the plan. Strategic planning
takes various forms. One common approach is to begin with forming a vision of what the
museum can be and do for its various constituencies, a vision that challenges and inspires
museum staff and supporters looking to the future.

Visioning goes hand in hand with a situational analysis to understand the museum in
relation to other institutions and to the demographic, economic, physical, social, and
political contexts in which it operates. A useful tool in this process is a so-called SWOT
analysis, reviewing the museum’s strengths, weaknesses, opportunities, and threats. This
planning must be guided both by the mission or purpose of the museum and by a vision of
what the museum can become, on the one hand, and, on the other, by a clear headed
understanding of what is possible, the capability of the museum. This capability includes
such tangibles as the museum’s collections and exhibits, its facilities, its base of financial

! http://www.pittsburghkids.org/
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support, both public and private, and such intangibles as its brand, its name and recognition
within the museum community.

Assessing capability depends upon understanding the museum’s external stakeholders,
the key people, constituencies, and other institutions that have an interest in and influence
on the success of your museum. Identifying stakeholders may enable a leader to anticipate
the kind of influence, positive or negative, these individuals or groups may have in
supporting or hindering the museum, and enable the leader to develop strategies to get the
most effective support possible for your plans. You may simply keep stakeholders in mind.
But in order to be more proactive, especially at the beginning of a strategic planning
process, it is useful to conduct a systematic stakeholder analysis.

To do such an analysis, first list the people, groups, and institutions that will affect or
be affected by your museum and its programs and other activities, and by any plans you
envision. Then identify the specific interests these stakeholders have in the museum and
your plans. Consider such issues as the museum’s benefit to the stakeholder, the changes that
plans for the museum might require the stakeholder to make, and activities that might cause
damage or conflict for the stakeholder. Second, ask how important the stakeholder’s interests
are to the success of the proposed project. Third, assess the impact of key stakeholders.
Consider the role each must play for the museum to be successful, and the likelihood that
the stakeholder will play this role, or, on the other hand, the likelihood and impact of a
stakeholder’s negative response. Fourth, prioritize your stakeholders, and first address
stakeholders with a combination of high interest and greatest potential impact on the
museum or plan. Thefinal step isto consider the kinds of things that aleader could do to get
stakeholder support and reduce opposition. Consider how you might approach each of the
highest priority stakeholders. What motivates them? What kind of information do they want
from you? How important isit to involve the stakeholder in the planning process? Are there
other groups or individuals who might influence the stakeholder to support your initiative?
Will these stakeholders influence other potential stakeholders who have not yet emerged?

Capability depends even more upon the museum’s internal stakeholders, including
committed and engaged trustees or governmental authorities; professional staff inspired by
reciprocated respect and a shared vision of what the museum hopes to achieve and for
whom; and motivated volunteers and donors. As a new museum director in the early 1990s,
| worked with senior staff and a management consultant to develop goals for the museum.
The first of these was:“ Put the visitor first.” | have since learned that a better goal would
have been" Put the employee first.” Attracting and retaining a strong and motivated staff
depends upon providing opportunities for professional development and persona growth,
and together establishing commonly agreed upon core values. At the Ringling Museum, we
agreed by consensus that these values should be: communication, respect, leadership,
teamwork, and accountability. Each of these core values implies certain agreed upon
behaviors. We decided that" leadership” , for example, necessitated the following
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behaviors:
Recognize that we are al leaders.
Lead by example.
Teach, motivate, and empower others.
Encourage initiative and embrace new thinking.
Provide an environment for professional development.

Core values are what we value most highly, reflecting the immediate context of our
institutions and embodying the diverse values of the cultures and societies within which we
live. In some contexts, team-based management is reinforced by cultural values and is
appropriate, in others total quality management using a variety of quantitative benchmarks
fits better, and in others a hierarchical structure based on an authoritarian charismatic |eader
should continue. But in each case, the success of the museum will depend upon finding and
understanding a common set of core values and on valuing and empowering staff, as well as
on understanding and building relationships with external stakeholders. As | have learned, a
leader cannot do and think of everything, and cannot see the present context and future
directions as clearly as groups of people thinking together, whether in team meetings or in
informal and sometimes accidental encounters in the lunchroom. Much of the best work
done by staff cannot be understood by looking at an organizational chart. It occurs in the
messy socia interactions that occur off the chart (Friedman, 2007). If, as | think, people are
the museum’s most valuable asset, a good leader must build this human capability, and
retain, develop, empower, and use staff wisely, and understand the importance of core values
in doing so.

Effectiveness and Evaluation

A good museum is an effective museum. Whether or not a museum is effective
depends upon more than a balanced budget and ability to account for how its budget is
spent, or on such measurable outputs as the growth of the collections or number of
exhibitions, the number of visitors who come to the museum or participate in the museum’s
programs and other activities, or the number of museum members and volunteers. Like
many museum directors, | have used such numbers as indicators of the health of my
institution and as evidence to advocate for further public and private support. But these
numbers, though easy to collect and report, do not give a clear indication of the personal
significance for a visitor of the time spent in a gallery exploring an exhibition or the nature
of amuseum member’sinvolvement and identification with a museum.

A better measure of the success of a good museum are what have been called the
outcomes of the institution, what benefits, both tangible and intangible, the museum is able
to provide its visitors, other audiences, stakeholders, and community.” Outcomes’ has
become an increasingly popular term in non-profit management since the 1990s in the
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United States, for example, as foundations and local, state and federal agencies have held
museums accountable for the support they receive, often requiring reports that evaluate the
impact or outcomes of their funded activities. These outcomes can be measured through
evaluation in a number of ways (Anderson, 2004), depending upon the nature of the
institution and its mission and role in the community.

Outcomes should relate to the purpose and mission of the museum (Fox, 2004) and to
the audiences and stakeholders it serves. In a purposive museum, evaluation and assessment
are used to clarify what is meant by these stated purposes and how they may be met, and to
demonstrate whether these purposes are indeed fulfilled and that the museum has been
accountable for the support it has received. In a purposive museum, purpose or intention
informs the planning and implementation of exhibitions, programs and other activities.
Evaluation of outcomes is the means to assess effectiveness. This occurs at the
programmatic level where, for example, the focus is on whether an exhibition has met its
goals. It aso occurs at the institutional level where the most important question may be
whether the institution continues to fulfill its mission and acts in keeping with core values,
rather than whether visitor attendance is up. Evaluation enables the leader, staff and
supporters of a museum to focus on three important questions:” Where are we going? How
will we get there? How well are we doing?’ (Korn, 2007: 260). Asking these questions, a
leader can model and encourage a cycle of planning, action, evaluation, and reflection that
enables what Korn calls the" intentional museum” to continuously learn and change in a
changing environment.

Advocacy

A museum leader has a good story to tell if his or her institution has a clearly defined
purpose, capability, and evidence based on evaluation of the museum’s effectiveness in
meeting this purpose, ideally in a cost-effective, efficient manner. But successful advocacy
also depends upon defining the specific audiences. Different target audiences necessitate
different messages and means of communication. As a museum director, | relied on the
active engagement of schoolchildren in the galleries to make our case for the educational
value of the museum to potential donors, and on major contributors to political campaigns to
speak with legislators in the state capitol. Needless to say, ask your stakeholders to help
define the messages you would like to communicate, so that you can also rely on them to
help carry and sustain these messages. Support your message with specific research
demonstrating outcomes, preferably quantifiable measures of impact where available, and
with powerful stories to make your vision real and your requests compelling. Be specific as
well in what actions you are seeking and provide multiple ways for the museum’s supporters
to engage and assist in advocacy.

Some efforts in advocacy lead to the desired results, others do not. It is important to
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obtain feedback to assess which efforts directed to which audiences are productive, and
which are not. Like any use of time and money, advocacy for its own sake is a waste of
resources. Once engaged in an advocacy campaign, be ready to sustain it, difficult to do
after the initial launch and excitement of a major advocacy campaign has passed. Advocacy
must be sustained, and become a continuous responsibility in the life of a leader. On the
other hand, if the message is well fitted to the purpose and capability of the museum and if it
is meaningful to its audiences, then advocacy can energize a museum leader, providing an
opportunity to tell arelevant and important story.

As advocates, museum leaders direct their attention outward. But do not forget to
engage your own staff in the process of developing your messages and give them
opportunities to participate in conveying them. A museum educator on the staff of the
Ringling Museum surprised me with her suggestion that | call upon teachers from around
the State of Florida who had participated in workshops at the Ringling to contact their local
legislators and explain how the museum provided educational services for their local
districts. It became one of the most effective tools in advocating for increased state
government support for the museum.

Facing decentralization in the governance of museums and calls for accountability and
internal opportunities to reflect on core values, empower staff and motivate supporters,
museum leaders are most effective in their advocacy and leadership if they practice the kind
of transparency that” reveals not only the mechanics of museum operations, but also the
philosophy of management” (Anderson, 2007: 14). A leader is not alone.

References

American Association of Museums, 1992. Excellence and Equity: Education and the Public
Dimension of Museums. Washington, DC: American Association of Museums.

—— 2001. Guidelines for Museums on Developing and Managing Business Support.
Retrieved June 25, 2008, from http://www.aam-us.org/museumresources
/ethics/bus_support.cfm.

—— 2005. A Higher Standard: Museum Accreditation Program Standards, 2. Washington,
DC: American Association of Museums.

Anderson, M. L., 2004. Metrics of Success in Art Museums. In: Getty Leadership Institute,
The Compleat Leader. Retrieved July 16, 2008, from http://www.getty.edu/leadership
/compleat_leader/eval perf.html.

—— 2007. Prescriptions for art museums in the decade ahead. Curator, 50(1): 9-17.

Association of Art Museum Directors, 2001. Professional Practices in Art Museums.
New York: Association of Art Museum Directors.

Boylan, P. J.,, 2006. Current trends in governance and management of museums in Europe.
In: Genoways, H. H. (Ed.), Museum Philosophy for the Twenty-first Century, pp. 201-

64



oobooo 22040 googoo

219. Lanham, MD: AltaMira Press.

Chang, Yu-Chien, 2007. Museum global marketing: A case study of the National Palace
Museum (Taiwan). In: Bugge Amundsen, A. & Nyblom, A. (Eds.), National Museums
in a Global World. NaMu 111, Department of Culture Studies and Oriental Languages,
University of Oslo, November 19-21, 2007. Linkdping

Electronic Conference Proceedings, 31. Retrieved August 14, 2008, from http://
www.ep.liu.selecp/031/003/.

Fak, J. H., Dierking, L. D. & Adams, M., 2006. Living in a learning society: Museums and
free-choice learning. In: Macdonad, S. (Ed.), A Companion to Museum Studies, pp.
323-339. Malden, MA: Blackwell Publishing.

Falk, J. H. & Sheppard, B. K., 2006. Thriving in the Knowledge Age: New Business
Models for Museums and Other Cultural Institutions. Lanham, MD: AltaMira Press.

Florida, R., 2002. The Rise of the Creative Class. And How It's Transforming Work,
Leisure and Everyday Life. New York: Basic Books.

—— 2008. Who's Your City?. How the Creative Economy |Is Making Where to Live the
Most Important Decision of Your Life. New York: Basic Books.

Fox, H., 2006. Beyond the bottom line: Evaluating art museums with the balanced
scorecard. In: Getty Leadership Institute, The Compleat Leader. Retrieved July 16,
2008, from http://www.getty.edu/leadership/compleat_|eader/eva perf.html.

Friedman, T. L., 2007. The World Is Flat: A Brief History of the Twenty-first Century (3¢
ed.). New York: Picador.

Gumbe, P, 2008. Louvre Inc.. Time, 172(6): 50-52.

Itoi, K., 2005. Japanese shows get top visitor numbers. The 2001 semi-privatisation of
centrally funded institutions has led to a string of blockbuster at one end, and museum
closures at the other. The Art Newspaper, March, 2005: 1.

Janes, R. R., 2007. Museums, Corporatism and the civil society. Curator, 50(2): 219-
237.

Korn, R., 2007. The case for holistic intentionality. Curator, 50(2): 255-264.

Ping, B. J., Il & Gilmore, J. H., 1999. The Experience Economy: Work Is Theatre and Every
Business |s a Stage. Boston: Harvard Business School Press.

Pink, D. H., 2005. A Whole New Mind: Moving from the Information Age to the
Conceptual Age. New York: Riverhead Books.

Suchy, S., 2004. Leading with Passion: Change Management in the 21%-century
Museum. Lanham, MD: AltaMira Press.

Twitchell, J. B., 2004. Branded Nation: The Marketing of Megachurch, College, Inc., and
Museumworld. New York: Simon & Schuster.

Tzeng, Shin-Chieh, 2005. A comparative study of museum governance of national museums
in the UK and Taiwan. In: Colbert, F. (Ed.), Proceedings of 8th International
Conference on Arts and Cultural Management. Montreal: HEC Montreal. Retrieved
July 2, 2008, from http://www.connectcp.org/profiles/profile.php?profileid=601.

Weil, S. E., 2002a. From being about something to being for somebody: The ongoing
transformation of the American museum. In: Weil, S. E., Making Museums Matter.

65



gobooobooooon

Washington, DC: Smithsonian Institution Press.
—— 2002b. Organization-wide quality: A theory of museums and immodest proposal. In:
WEeil, S. E., Making Museums Matter. Washington, DC: Smithsonian Institution Press.

Weinberger, D., 2007. Everything Is Miscellaneous: The Power of the New Digital
Disorder. New York: Times Books.

Manuscript received September 5, 2008; accepted October 13, 2008

66



000000 D22(4)]53-75

Juboboobdunbd
Jdoboboobbotgdd

oooooo®
googoo

0o

gboooboooogoouoboooougoouoboooogon
googooooooooooooooooooogooooao
goodgoogoooobooogboooboooogogoogon
goooooooooobooooooooobogooooo
googoogooooboooogooooooogooogon
googoooooooobogoooooooobogooooao
goodgoogoooobooogooooooogogoogon
ooooooooooogooooooooooooogogo
poooooooooooooooooogooooooo
0000200000000 000000D0DO0ooOoooo
pooooogoogoouoogoooooooooogood
ooooooooooooogooooooooooooooo
ooooooooogooooooooooooooooooo
oooooooooooooomoooooboooooooooo
ooooooood
gooboboooooooogogooboooooooonod

ooooooooooooogooooooooooooooao
goboooodgooooooogoogooooooogood
ooooooooooooo

OoOooOoooogoad
Ooooooogaoo

Oo0Oo0Ooogoao

O 0Oad

ooooooooooooooonogoo

1 E-mail: dmel2@psu.edu
0000000000000 0D00N00N00D00NoOooNoooooooon

67



‘ gobooobooooon ‘

Joogon

o000 o00oooooooon
goooooooooooogooomrm
ooooooooooooooood
oooooooooooooooo
gooobogoooooooooon
gooozoo3nooodooon
OooDoooooooomoooo
Ooooooooooooooon
o0 0doooooooooog
godoooooooooogooo
oooooooooooooon
Oooooooooooooon
gooooooooooogoon
goooz000000o00oon
ooooooooooooooo
oooooooooooooon
good

gooooooooogodno
oooDoooDoooooooon
OooDooooooooooon
godoooooooooogooo
ooooooooooooooo
Oooooooooooooooo
OooDooooooooooon
godoooooooooogooo
ooooooooooooooo
Ooooooooooooooon
godoogooooooogoon
godoooooooooogooo
Ooo0oooooooooodd
[0 experience economy[] 0O O O Pine &
Gilmore, 199900 O O O 0O O O O
O creative economyd 0 OO0 OO OO
0O Florida, 2002, 2008 0 O 0 OO OO
O0000D000oo0ooooooDaPrink,
20000 0dgoooooooogdg
godooodooodgooogoodg
oooooooooooooood
oooDoooDooooooooood
goooooooooodg

Ooooooooooooogoao

Ooooooogoao

ODOoooooooogooad
Oobhoooooobooooad

68

dooooooooboooooog
gooooooooooddodooad
gooooooooooddodood
goooooooooooooood
gdodooooooodooooooog
gooooooooooddodood
goooooooodgdooodoood
goooooooooooboood
godooooooodoooodoood
goooooooooodddooddd
goooooooodgdooodoood
godooooooooooooood
gooooooooooddodoad
goooooooooodddood
gooooooooooooogoo

dooooooooooooad
goddddoddoooooobooood
goooooooooodddoogd
goooooooodoooodoood
godoboooooodoooooood
gooooooooooddodoad
Jo0—0oooobooooogoood
0 0O 0O 0O 0O John and Mable Ringling
Museum of Art0 0000000 OQOO
gooooooooooddodoodd
goooooooooooodooodg
godoooooboodogooooood
gdooooooodooodoood
gooooooooooddodoodd
goooooooooogao

dooooooooooooog
gooooooooooddodoad
goooooooooodddood
goooooooodoooodoood
goooooooooooooood
0 Stephen Weil[O 2002a, 2002b[11 [0 O
gooooooooooddodood
goooooooodgooodoood
godoooooboodooooood
Jdoo0ddoodd Curator DO
000000000000 Curator, 2007,50
[Mmoooooooooooooon



oobooo 22040

0o00o0oooooooooooon
goooooooooboooogd
00000000000 Sherene Suchy
00000000 oooooooon
0od

ogooooobooood
HRN

gooooooooooogo
gooooooooooooood
dooooooooooooood
gooooooooooooooo
oooooooonoooooooo
OooDooozoooooooooOono
dooooooooodogoao
ooooooooooooooon
Ooooooooooooooon
dooooooooooooood
gooooooooooooooo
O0000oooooooooooAAMO
gzo0l00o0ooOooooooood
0000000000 Guidelines for
Museums on Developing and Managing
Business Supportt O O O

gouoboooobooooog
dooooooodgoooooogd
ooooooooooooooood
OopoDzo00o0ocooDooooood
gogoooogogooogogoood
dooooooodgoooogoogd
ooooooooooooooood
OoooDooooooooood
OBoylan, 20060 0000 O00O0O0OO
0 0 0O 0O O Victoria and Albert Museum(
019880 0 00 OO OO O Saatchi &
SaatchiD OO0 O O0O0OO0OO0COOOOO0O
Oooooooooooomoood
goooooooooooooood
00000 Itoi, 20050 O O O O Chang,
2007; Tzeng, 2005 00 00O O OO

Oooooooooooboo

gooog

0 0O 0O samsung Museum of Artdd O O O
00000 LeeumOOOOOoOooOoono
oooDoooooooooooood
oooDooooooooobooood
oooDoooDoooDoooooood
Oo0oDoooDoooDoooDoooDog
oooDooooooboooooood
ooooooao

oooDoooooooooon
ooooDooooooooog
ooooog oooooo
ooooog oooooo
ooo oo
oag
og
oag
oo
oo
og
oo
oo
oo
og
oag
oo
oo

O

O
O
O
O
O
O

O

Oooooooooooooooooogad
oooooooooooooaono
O0oooDooDooooogoooao
ODooooDooooooooogond
Oooooooooooogoogd
Oooooooooooooooooooaog

Uoooooooooogooogoag
Oooooooobooooooobooooodg

OoOoooooooooogooad
Ooooobooooboooooooooobd
OO oooDoooooooooogooog
OooooooobooooboooOonod
OoooooboooooOobod
OoOoooDoooooogod
Oooooooooooooobooogoao

O

|
O
O
O

ogboooobooood
oooooon

oooooooooooooon
ooooooooooooooooo
oooooooooooooooao
oooooooooooboooooao
ooooooooooooooooo
oooooooooooooooono
oooooooooooboooooad
ooooooooooooooooao
ooooooooooooooooo

69



gobooobooooon

Odoooooooooooooood
Doooooooooooooood
O0000ooouoooooooooog
Oooooooooooooood
Oooooooooooooooogd
O Twitchell, 20040 0 00000000
00 (Gumbel, 2008)0 D O OOOQOd
Ooooooooooooooood
00000000 Chang, 200710 O O
Do0o0ooouoooooooooogd
O0o0o0oooooooooooood
Ooooooooooooooood
Odoooouooooooooooad
Oo0ooooooouooood
ogoooooooooooood
Oooooooooooooooo
Ooooooooooooooo
O00o0o0oooooooooooo
O0ooooooooooooood
Oooooooooooooooo
Oodoooooooooooooo
O0ooooooouoooooogd
Oo0oooooooooood
O Twitchell, 2004; Chang, 2007; Gumbel,
e 00000000 0OOOOOO
O00o0ooouooooooooooad
Ooooooooooooooood
O0O0000000PIine & Gilmore,
19000 0 000000000 OoOoOonO
O0o0o0oooooooooooood
O000000OFak & Sheppard, 200611
0000000000 Florida, 2002,
080 0 OoOooOoOooOooOoOonO
Oo0o0oooooooooooood
Ooooooooooooooood
Doooooooooooooood
Oo0ooooooooooood
OPink, 20050 00000000000
Ooooooooooooooood
Doodoooooooooooood
O000o0ooouoooooooooon
Ooooooouooooooon

Oooooooao

70

dooooooooooooood
doooooooooooooooa
0O 00O Anderson, 2007: 100 000 OO
doooooooooooooooo
doooooomuooooooooa
doooooooooooooooa
Joooooooooooooooa
doooooooooooooooan
doooooooooooooooa
Joooooooooooooooa
doooooooooooooooag
doooooooooooooooan
doooooooooooooooa
Joooooooooooooooa
oooooouooooooooao

dooooooooooooond
0000000000 oQJanes, 20070
Joooooooooooooooag
doooooooooooooooao
doooooooooooooooa
0d0moooooooooooooa
Joooooooooooooooag
doooooooooooooooo
doooooooooooooooao
Jdoooooooooooooooa
0 (Janes, 2007: 223)0 0000 O OO
doooooooooooooooon
Odooooooooooooooao
Jdoooooooooooooooa
Oooooooooooooooan
oooooooooooood

Dooooooooooooo
JoooooUoooooooooag
goooooooooooooao
0 Weinberger, 2007: 220 0 0 OO0 0 OO
doooooooooooooooa
Jdoooooooooooooooa
doooooooooooooooan
doooooooooooooooao
Jo0d@oooooooooooao
Jdoooooooooooooooag
doooooooooooooooo



oobooo 22040

ooooooooooooooon
00
ooooooooooooooo
oooooooooooooood
oooooooooooooooood
ooooboooooboobomuoog
gooooooboboooooooon
goooooooboooooooon

ooooooooooooooon

[0 Weinberger, 2007: 2300 0 OO0 O OO
0000000 o0oooDooooon
00000000 oooooooon
goobgooogooobooooogd
00 O O Falk, Dierking & Adams, 2006[T]
000o00oo0ooooooooooo
Oo0o0ooDooooooooood
000 YouTubeDO OO O OOOOO
dooooooooooooood
0o00o00oooooooooooo
Oo0o0ooDooooooooood
YouTubeO OO OO OOOOOOO
dooooooooooooood
0o00o00oooooooooooo
Oo0ooooooooooooo
gooooooooooooood
dooooooooooooood
0Oo00o00oooooooooooo
Oo0ooooooooooooo
goodg

0Do0oDoooooooooo
0o0ooooooooooooo
gobogooooooooooood
doooobooooooooood
000o00o0ooooooooooo
0Oo0o0ooDooooooooood
gooooooooooooood
dooooooooooooood
0o00o00oooooooooooo
oooooon

Oooooooooooooobodg

Oooooooobooao

gooog

oooogn

oooooooooooooon
ogoooooooooooooooo
oooooooooAAMOOOOOO
oboooooooooooood 199
ooooooooooooooooo
goopgzoos0dooonoooon
oooooooooooboooooaa
oooooooooooboooooao
ooooooooooooooooo
oooooooooooooooao

OAAM, 20050 0000000000

ogoooooooooooooooao
Ooo0O00O00AAM, 2005 600000
oooooooooooooooao
ooooooooooooboooooao
ooooooooooooo

OO0 Well,2002b: 7000000
goooooooooooooooo
oooooooooooobooooood

OWheretolook toO O OO OOOOOO
OWhat tolook fortH OO OO0 OOOO

ooooooooooooboooooa
ooooo
ooooooooooooooooo
oooooooooooog
ooooooooooobooooo
ooooooooooooboooooo
ooooooooooooooooo
oo
oooooooooooooon
ooooooooooooooooao
ooooooooooooooooo
oooooog
oooooobooooooooon
oooooooooooooooao
ooooooooooooooooo
ogoooooooooooooooo
gooooooooooboooooao
ooooooooooooooooao
oooooooooooooooao

71



gobooobooooon

Odoooooooooooooood
dodooooozoo0ooooodd
ODO0000000o0OdoOdWwel, 2002410
000000000 O Excellence and
Equity(ld AAM, 19920 D OO QOO OO
goooooooooddodooogd
goooooooooooooooo
goooooooooooooooo
gooooozoolboooooooo
[0 O Association of Art Museum Directorsl]
Oo0ooooooooooooon
O Professional Practices in Art Museumsl]
dododooooooooooboood
0000000000 (Association of
Art Museum Directors, 2001: 8)(0 0 OO [
Ooooooooooooooood
Jododooooooooobobood
Jodoooooooooboboodgd
Ooooooooooooooood
Oddoooooooouooooood
00000 Suchyd2004: 1010000
Jdodoooooobboooodad
Ooooooooooooooood
oooooo o
gooooooooooood
dododoooooooooooogd
Ooooooooooooooood
Oodooooooooooooooad
Jodooooooooooboood
O0o0oooooooooooood
Odoooooooooooooood
O0000000 Children’s Museum of
PittsburghO D O 000 O0O0oO0OOooOoang
O0ooooooooooooomad
O00000O0oO00*ooooooog
godoodoooooooboooboodd
gobooooodoooooood
gdoooooooooooooooo

3 http://www.pittsburghkids.org/

72

ooooooooooooooooao
ooooooooooooooooo
ogoooooooooooooooo
oooooooooooboooooao
oooooooooooooooon
ooooooooooooooooo
oo

obgogobgogan
Jooodd

ooooooooooood
oooooooooooooo
oooooooooooooo
oooooooooooooo
ogooooooooooooo
oooooooooooooao
oooooooooooooo
oooooooooooooo

ogoooooooooon
oooooooooooooo
oooooooooooooo
gooooooswotToooo
nooooooooooooo
oooooooooooooo
oooooooooooooo
oooooooooooooo
oooooooooooooao
oooooooooooooo
ooooooooooooono
goooooooooooono
nooooooooooooao
ooooooo

ooooooooooooooo
ogoooooooooooooooo
ooooooooooooboooooao
ooooooooooooooooao

OooooooO
Ooooogooo
Oooooogoo

Oooooooooooooao
Ooooogooooooog
Oooooooooooooog



oooooon

220040

oooooOon
ooooo0on
OoooooOon
ooooon
ooooOoo0on
oooooOon
ooooon
ooooooooood

oooooooooooo

U

oo ooooooooooobOoooooobooooaogoao
Ooooooooooooooooooogooano
e e s Y i A

O
O
O

ooo
ooo

o

OoooooDoooooboooobooooooano
ooooooooooooobooooboooao
I A I

O
O

oo

O

O
O
O

ocooooooonon
ooooooono
oooooooo
oooooooo
ooooooon
oooooooo
oooooooo

Ooogogoooooooooooogooogooaog
ooooooooooooooooogogooaog
Oooooooooooooooooogogooao
Ooooogooooooooooooooooaog
ooooooooooooooooooooaoa
Ooooooooooooooooogoogd
Ooooogoooooooooooogoogoogd
Oooooooooooooooooogogd

o
O
O

o 0O
O 0O

ocooooo
oooooo
oooooo

ooooooooooooo
goooooooooooaioseond
oooOoooooooooooon
Ooooooooooooooo
ooooooooogooomooo
gooooooooooooooon

ooooooooooooo
ooooooooooooao
ooooo

Ooad

O o0od
O 0O
O 0O

OoooOoooao

O

O
O
O
O
O
O
O

O

O

Ooooooooooooooooooogooan.

O

I [ Ry A [

e e i A
Oooo0oooooDooobooooooDooooooog

O

OoooOooooano

O

gooog

ooooooooooooooooao
oooooooooooooooo
oooooooooooooon
ooobooooooooooooo
oooooooooooooooo
oooooooooooooooo
ogooooooooooooooo
oon
ooooooooooooooon
oooogo
ooooooooooon
ooooooooooon
ooooooooooo

oooooooooooooo
oooooooooooooooo
ooooboooooooooonon
oooooooooooooooo
ooooooooooooooob
ooooooooooobooooo
ooooooooooooooo
ooooooooooooooo
ooooooooooooooob
ooooooooooobooooo
ooooooooooooooo
ooooooooooooooo
ooooooooooooon
ooooooooooooooo
ooooooooooooooon
ooooooooooooooob
ooooooooooobooooo
ooooooooooooooo
ooooooooooooooo
oooooooooooooooo
000000 Friedman, 200700 O O
oooooooooooooooao
oooooooooooooon
ogoooooooooooooooo
ooooooooooooooooa
ooooooooooooooooao
oooooo

Oooooono

Ooooooooooooooooooogd

Ooooooooooooooooogoogd

73



‘ gobooobooooon

googg

ooooooooooooono

ooo
ooo
ooo
ooo
ooo
ooo
ooo
ooo
ooo
ooo
ooo
ooo
ooo
ooo

ooooooooooooo

ooo
ooo
ooo
ooo
19900
ooo
ooo
ooo
ooo
oo
ooo

ooooooogooooo
cooooooooooao
cooooooooooao
goooooouuaooad
oooooooooooo
cooooooooooao
ogooooooooooao
ooooooouooooad
ooooooogogooo
ocooooooooooo
ooooooooooooo
gogooooguooood
goooooogooooo

OoOooooood
OooOoooooooooogooo

000000 outcomes] O
Oooooooooooo
ooooooooooon
oooooooooooaoo
oooooooooooo
oooooooooooo
ooooooooooon
oooooooooooaoo
Doooooooooooo
ooooooooooooo
ooooooooooooo

Ooooooogooodd

00 00Anderson, 200410 0 0 O O

oo

ooooooogooooo

oooooooao
oooooooooooooo

goo
oo
ooo
ooo
oo
oo
ooo
ooo
oo

74

0O00Fox, 20040 0 0 OO
ooooooogooooo
goooooooooooo
ooooooooooooo
gooooooguooood
oogooooguooooo
goooooooooooo
ooooooooooooo
gooooooooooon

Oobooooooooooooo

Ooooooooooano

ooooooooooooooooo
ooooooooooooooooo
ogoooooooooooooooo
ooooooooooooboooooao
ooooooooooooooooo
oooooooooooooooon
ooooooooooooboooooaa
ooooooooooooooooao
ooooooooooooooooo
ogoooooooooooooooo
ooooooooooooboooooaa
ooooooobod KoeenOooono
ooooooomooooooooo
ooooooooooo

oogon

oooooooooooooon
ooooooooooooooo
ooooooooooooon
ooooooooooobooooo
ooooooooooooooo
ooooooooooooooo
ooooooooooooooo
ooooooooooobooooo
ooooooooooooooon
ooooooooooooooo
oooooooooobooooo
oooooooooooononn
ooooooooooooooo
ooooooooooooooo
oooooooooobooooo
oooooooooooonon
ooooooooooooooon
ooooooooooooooo
oooooooooobooooo
ooooooooooooooo
ooooooooooooooo
oooooog
oooooooooooooon
oooooooooooboooooao

OooooooDoooooooooooogoono
OooooooDooooooo0oooooogoono



oobooo 22040 googoo

oooooooooooooooon
oooooooooooooood
Oo0o0oooooooooobooood
goooooooboooooooon
oooooooooooooooon
Oo0oo00oooooooooooooo
gooooooboboooooooon
goooooooboooooooon
oooOooooooooooooon
Ooo0ooooooooobooooo
gooooooboboooooooon
0O
ooooooooooooooo
Oooooooooooobooooo
goooooooboooooooon
oooooooooooooooon
oooooooooooooooon
Oooooooooooobooood
goooooooboooooooon
oooooooooooooooon
oooooooooooooooon
ooooooo
oooooooooooooon
oooOooooooooooooon
Ooooooooooooooonoo
Oo0o0oooooooooobooood
gooooooooooooooon
ooooooooooooooon

O0000000000O0OO>OAnderson,
2007 40000 oOobOooOodd
Oo0oo

ooooooroonsoiobonooDDord 100 130

oooo
oooooooooooooono
O0000000D000O0 Getty Centerld
Oo0o0oooooooooobooood
goooooooboooooooon
oooOooooooooooooon
ooooooooood

75



gobooobooooon

76



