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Foreword

An experienced man is good to visit - and in teispect, the author of this short book
Is the right host. He knows how bold, extroverted@mance, which draws the
audience through the door, must be based on stnothgtable operations, knowledge
and communication. He has tried most things: baithgs that went exceedingly well,
and things that required that he clenched his t@ethstart again almost from scratch.

The experiences and ideas collected through maag ywé leadership are presented in
this book for the benefit of those leading a catumstitution. Others can — from an
outside-in view — get information about how thespegiences and ideas can be used
in leading a cultural institution, while producitite necessary offering of knowledge,
experiences and cultural foundation for the commyuthiey are to enrich.

Perhaps not everyone will agree with the authoalbhis views, but there then is a
basis for a good discussion!

Per Kristian Madsen
Museum Director
The National Museum

This is an English version of the book | wrote inhe Danish
language in September 2015. The Nordic Council otcience
Centres (NSCF) has generously supported the tranglan. | am
very grateful for this support. | want to express ny warmest
thanks to the NSCF’s Board.



1. Why write this book?

Through my work as Experimentarium's CEO for 26rgebwas a part of concep-
tualizing, financing, developing and operating dural institution, which generat-
ed approximately DKK 70 million annually and emptayaround 225 employees.

My educational background is versatile: Master @&Bce from the Technical
University of Denmark in 1972, specializing in Istes, transportation, urban
planning and operational research. In 1979, | mpphted my civil engineering
degree with a diploma in strategy and planning ff@openhagen Business School
(CBS). Since 2007, | have worked as an externélilecat CBS on the topic of
experience and transformational economy.

It has been a privilege to lead Experimentariunsfmmany years.

The company has been through some crises and gsoneel successes. It has giv-
en me so many - often dearly paid for - experieticasl find it appropriate to
share these lessons learned - hopefully for theflieaf leaders and employees of
other cultural institutions.

| have also gained experience from 25 years ofimgetn the "Culture Club", which

Is an informal meeting forum for the leaders of @apagen metropolitan area’s largest
cultural institutions. The "Culture Club" meets ab6 times a year. During these
meetings, we exchanged experiences — good and tadopics as diverse as: new
exhibitions, marketing, fundraising, pricing on adsmon, students salaries, VAT
deduction and others.

In addition to this, | have had the pleasure o¥isgron the board of a number of
cultural institutions: Sagnlandet Lejre (Land ofjeads), Garderhgifortet, Wonderful
Copenhagen, Design Museum Denmark, The LEGO Hoba#ebge Board,
ENIGMA Museum for Post, Telecom and Communicatemmg FOF Gentofte.

Finally, it should also be included in the picttiat during the past few years, | have
experienced having "to sit on the other side oftéide”. On "the one side of the
table", | understand the work to ensure the finagaof projects by obtaining pledges
of support from non-profit foundations, while "tbther side of the table" is to work
for a foundation that awards support for good psjelt has certainly been instructive
to have to deal with grant applications.



| have enjoyed the privilege of being a board mandb¢he Siemens Foundation
and the Velux Stiftung based in Zurich. In 201& # P. Mgller Foundation de-
cided to donate the magical sum of DKK 1 billiod@Imillion Euro) to the Dan-
ish public schools. The A. P. Mgller FoundatiorabBshed an advisory committee
of which | have had the honour and pleasure toesfmwtwo years.

Through working with these various cultural ingibns and foundations | have
built up knowledge and have been able to draw smmelusions, which - | think -
many politicians, business leaders and the gepatdic will be surprised to get
acquainted with.

The fact is that cultural institutions are on sqméts quite clearly different com-
pared to normal, profit-oriented businesses, thgside these few areas — actually
look like "ordinary" companies surprisingly muchdashould be lead very much
like “ordinary” institutions. It means that lead@fscultural institutions really have
to be on their toes — all the time!

In the text below, | have collected 43 recommenmuaiastion how to lead a cultural
institution. The recommendations are numbered RH4t® and are indicated
bold.

Enjoy!

Asger Hgeg
Bagsveerd, Denmark | March 2017



2. What is a cultural institution?

In 2012, at the request of, and in cooperation wita Culture Club, Professor
Christian Wichmann Matthiessen wrote an interedinggis entitled, "Culture and
Value Creation - Copenhagen Perspectives".

The thesis explored how cultural life in a regidieets the region's development to a
degree not previously anticipated. Wichmann Masise® uses a very broad definition
of culture, and thus a broad concept of a cultustltution. The same broad concept of
a cultural institution will also be used in thisdko

A cultural institution is a non-profit institution private or public — which collects,
preserves and researches objects, creates andudedrknowledge, as well as
entertains and generates debate on matters ofajdnenan interest.

The Land of Legends, The Royal Theatre, Karen Blixeiseum, The National
Gallery, Ny Carlsberg Glyptotek, The Natural Histdduseum, The David Collection,
DR Concert Hall, Design Museum Denmark, The Natidiaseum and
Experimentarium are all cultural institutions. Thedl/have a natural framework for
their activities. Many of the companies have caitets, while others communicate.
What matters is the institutions' products: theéyahtribute to the cultural wealth of
the region in which they exist.



3. Organizing cultural institutions.

3.1 Cultural institutions should perform the same €inctions as
‘ordinary' companies.

Cultural institutions’ businesses are very exteasihey produce knowledge,
disseminate, entertain, cultivate, train, colletd areserve objects. Therefore, the tasks
of a cultural institution can easily by many bemead to being distinctive and quite
different from ordinary production or commerciatigity (in an ordinary company).

But this is not at all the case!

A cultural institution — if well led — must undeasid how to operate, develop, market
and manage its business. Therefore, all cultusditutions will include departments,
sections, staff functions, etc. that takes carthese four functional areas:
development, operations, marketing and administati

Concerning the organization of the cultural instmm, my best advic€R1) is to build
it with four classic departments:

* A Development Department, where all new actigtsee formed.

* An Operating Department, which manages everydaiyiéies.

* A Marketing Department, where everything the itogton creates is "sold".
* An Administration, which comprises the personaetl finance department.

Organizational theory works with the concepts @ffibrmal organization and the
informal organization. The easiest way to learnuali@rmal organization is often to
look in a telephone directory! But the informal anjzation can only be seen through
the decisions taken in the company. Here, it il @ note HOW the decision was
actually taken and who took the decision. TheA M/AYS a difference between the
formal and the informal organization. | have fouhdt, now and then, it can be an
advantage for an organization if there is a smékm@nce between the formal and the
informal organization. It may even be the case @ha¢althy competition occurs
between functions formally responsible to carry aufctivity and informal forces in
the organization, which act self-appointed to impdat activities to the benefit of the
cultural institution.



This event may be a very active Marketing Departrtigat wants to implement one or
more activities that generate media coverage (whit¢arn is likely to generate more
visitors). The Development Department is perhapsditeng and does not think that
the proposed activity should have as high a pyi@st the marketing department
expects. The development department does not semthmercial aspect of the
activity. So it may happen that the marketing depant carries out these activities
through its own funds. The communication activgysuccessful and this is an eye-
opener for the development department, which - umseaf internal competition - will
be a little more alert next time, when there i®agibility of a publicity-promoting
communication activity.

When the audacious claim - that internal competitan be healthy - is put forward, it
Is also appropriate to firmly confir(iR2) that when there has grown too great a
distance between the informal and the formal orgamation, it is time to carry out

an organizational adaptation!

In the above case, it may be an idea to trans$poresibility and budget from the
Development Department to the Marketing Departn@nnplement a number of
communication activities that can promote the tasbn's publicity.

Another dogma | have worked for in my time as dwecs: You should build the
company's organization around the people you veabétin it. In other wordgR3) If
there is a skilled employee that you want to play eentral role in the company,
you build the company's organization so there is auitable place for this employee
in the organization.

3.2 Set the director free!

When | joined the board of some of the above-maetiocultural institutions, my
position from the beginning was that the directoaminstitution should be freed from
the daily routines so that the director can worfotonulate and realize the institution's
strategy. In the word "realize", it is often imglithat the director must ensure the
financing of the elements that a strategy typicaily consist of. Strategy work,
fundraising and execution of the individual elensenitthe strategy must be carried out
with the director going in front. But this requirggt the director is not "attacked" by
everyday problems such as disgruntled employegse&sts (customers), problems
with cash registers, etc., every morning when h&hercomes to work.



Therefore, the leader of a cultural institution ierssure strong leaders on the above
functions(R4)

* A careful and diligent operations manager who unérstands the importance of
the "customer is always right".

*A visionary, but also economically sound developnmé manager who can create
the audience experiences that live up to the purpesof the institution and also
attract many visitors.

*An extroverted skilful in communicating, commercialy oriented marketing
manager who is competent in the use of social media

* And finally a meticulous, fussy (in the best ser, persistent, detail-oriented
manager for administration, personnel and finance.

If the director can ensure competent leaders isetifieur key positions in the
organization, the director may free herself from ‘thuffocating embrace" of the
everyday. Thus, the director may use the releasedg to rise and look three to five
years into the future and determine the targettb@@xchange rate for the institution.

In smaller cultural institutions, it can be difficto create a financial basis for four
bosses, covering the areas of operation, develapsaes and marketing and
administration and finance. In this case, the tiastin may choose to outsource one or
two of these tasks. What matters is — in any cabat-the director has the opportunity
to look beyond the challenges of everyday life fowis on tomorrow's challenges.

3.3 Finding a balance between the board and the dictor.

What is the role of the board of a cultural instituion?

It is interesting that there actually are many majdtural institutions that do NOT
have a board. The biggest - the National MuseuenNtional Gallery and the Natural
History Museum - actually have no boards.

The state, which owns the National Museum and MatiGallery, controls these two
institutions through Performance Contracts (as there named until 2012) and the
Framework Agreements (after 2012), where the Mipist Culture and the museum
agree on the framework and objectives of the umt#bi's activities in the future
contract period (typically four years). The latatmework agreement for the National
Museum and the National Gallery covers the peri@tb22019.
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The Natural History Museum (SNM) is also owned Iy State through the University
of Copenhagen. The university has a board, but 8\ organizational unit (a
"Department") under the Faculty of Natural and Biesces. This means that the
Director - Peter Kjeergaard - of the Natural Histdtyseum refers to the Dean of the
Faculty of Natural and Biosciences. It does notrskiee the most effective
organizational position for the museum seen fratrategic perspective.

In conclusion, | think that the government’s demison how to control and monitor
these three major cultural institutions is far froeing ideal. | am of the opinion that
any well-run cultural institution should have a kbt ensure that the strategy, its
plans and daily operations are executed accorditiget statutes of the institution.

The Board's primary time dimension is at the styiatand partly tactical level. This
implies that the Director should also have thistiperspective in his daily work. In
short, if the director does not have the opporjutaitbe freed from daily problems, the
director may not be able to communicate with th&rchan on equal terms. One can
fear a situation where the chairman — which istagk to do — is constantly thinking
and talking about strategy, while the directorleggped by daily problems here and
now of an operational nature.

One can say that the director — as the link betwleemstitution's daily work and its
owners (represented by the Board) — should alssblzeto speak the Board’s language.
Otherwise, the chairman of the board will domirtae2communication with the
director. If the director does not determine ateggg for the institution, then certainly
the board will decide a strategy for the institati8ut in this case, it is NOT the
director's own strategy. And then one might beidfitaat the director might not pursue
the strategy with the same dedication as if it Ib@ehn the director’s "own" strategy.

Conclusion: (R5) The director of a cultural institution should be released from
everyday challenges, so the director has the timeffort and intellectual power -
constantly - to formulate or reformulate the institution's strategy and action plans
so that the director can maintain a meaningful diabgue with the board and
achieve the important balance between the board antthe director's powers and
knowledge.

It is incredibly important that a cultural instilom achieves the delicate balance
between the Board and the Director's knowledgeaantibority.

The fact is that a chairman can dismiss the diremternight, so it is the chairman who

has power. But it is the director who has detaideowledge of the company's
development and operations.
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How do you ensure that the delicate balance bettvesechairman's power and
director’s business knowledge is maintained?

Firstly, the director must ensure that the boardfrmed of the institution's
development and operations at a sufficient levelatéil. Of course not too detailed,
but neither at a too general level at which therthai@es not actually have sufficient
information of how the institution meets its purpos

Secondly, the board, on one hand, gives the direcfair flexibility in the daily
management of the company, but also sets cleas fmalvhat the institution should
achieve of results during the coming one to thesry.

My experience from the meetings of the Culture Gfuthat many boards focus solely
on the economic dimension. As long as the institutioes not produce losses and ends
with a negative equity, the board is happy. Butidbard should also be interested in to
what extend the institution actually meets its s

As mentioned, it is the owners who usually appthietboard, which then must ensure
that the institution evolves as the owners wigb.itf there is a mismatch between the
owners and the board, it can result in fairly dracnehanges of the board. This was
the case of The Royal Theatre where the Minist&wfure sacked the whole board
and instigated a totally new board.

As | will explain later, many cultural institutiorsse founded as non-profit foundations,
which by law is independent and self-owned. Thenftmrs can, through the statutes,
ensure certain rights in relation to who can betetto the bard; for example that

some board seats must be reserved for the fouaddrtheir descendants. In
Experimentarium’s statutes, it is stated that kined founding foundations: Egmont
Foundation, the Augustinus Foundation and the TisdBaa hrige Foundation each
may nominate one member of the board.

But as time passes, the ties between the founddrtha foundation often loosens, and
you can so easily get in the situation that thed®actually become self-perpetuating.
It can eventually result in a board that no longeets the code of "Corporate
Governance" that the Ministry of Culture issuedamuary 2011 ("Good management
of independent cultural institutions").

Conclusion (R7) The owners of the institution must ensure thathe board’s
members meet the code of "Corporate Governance". F@rivate institutions, it is
crucial that the board is aware of what the code oforporate governance dictates
and that the board actually follows these instructins, although you might have to
disappoint a good colleague or friend, who had beemn the board for many, many
years.

12



3.4 Role of the director and the board.

Who makes the important decisions in a culturditunson?

Many will say that it is the board that must makehe important decisions. But often
the board will avoid taking strategic decisionsdese the board does not have the
sufficient knowledge about the institution's "lifefid does not, in fact, possess the
necessary decision basis.

The board will obviously could ask the directoptepare a basis for the decision, but
not everything can be quantified and put into Eweg cents. The director has detailed
knowledge of the company — especially becauseiteetdr knows the customers. It
can be difficult to visualize how this knowledgeaflected in the presentation that the
director must prepare. In these situations, thedoslkould follow the recommendation
of the director and actually let the director méke decision.

A decision of vital importance could be: What slibloé the topic for the next
exhibition that the institution wants to developpguce and present to the audience?
Here Experimentarium’s board would not normallyemene and determine the topic
of the next exhibition. The board could suggestetopics but at the end of the day, it
Is the director who makes the decision and chotbsetopic for the next exhibition. As
Experimentarium’s chairman wisely put it once:islfyou who decides, Asger! If the
board made the choice, we CANNOT make you resptanarid NOT blame you if the
exhibition turns out to be a failure because ofdhesen theme".

From the above, one might get the perception tbatiéve that the director must take
most of the decisions in setting the directiontfer cultural institution. But that is
NOT my opinion. The board must work at a stratégyel and at all times ensure that
the institution works in relation to the board’'<ked strategy, as well as ensure that
the director has prepared an action plan to fotlwe approach.

The Board will therefore always — eventually — m#ie crucial strategic decisions.
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3.5 Involving the “owner” in the strategic decisiors of an
independent institution.

If the board or the director has to make a decisidiar-reaching significance, and the
board or the director are unsure of what decisdo be taken, one will usually go to
the owners and ask them to make the decision.

It is always ultimately the "owner" who makes thategically important company
decisions. Should we outsource and move the primdtutt China? Should we begin to
find new markets or develop new products, so tmepamy can grow and diversify?
Shall we acquire competing businesses? Often,imalanstitutions the owners take
such decisions.

But who do you call if the institution is indepemd®

A large number of cultural institutions are legadkganized as commercial foundations
with charitable purposes. Normally, a corporatenftation is a legal entity that owns a
controlling share of a business. The foundation tigs two purposes:

* First, to ensure that the company develops welldreby the fund's assets are
preserved and enhanced)
* Second, donate the fund's assets to charitalolgpablic benefit causes.

The most well known corporate foundations (withoa4profit purpose) are the A. P.
Mgller Foundation, the Novo Nordisk Foundation, themdbeck Foundation, The
Villum Foundation, the Knud Hgjgaard Foundatiore Egmont Foundation, the
Augustinus Foundation, the Nordea Foundation, thgefand Johanne Louis-Hansen
Foundation and the Oticon Foundation.

But numerous cultural institutions are legally ongad as corporate foundations with
a public service mission that is NOT to distribfueds for charitable purposes, but to
carry out activities of public utility value.

Experimentarium is such a corporate foundation Withpurpose "to increase public
interest in science and technology", (Section BXperimentarium’s statutes).

Corporate foundations are by definition independ&hére must be a wall between the
founder of the foundations and the foundation (ediog to the Law of Foundations).
The founders do not own the foundation — it israfependent institution.

An entity owned by itself is a strange thing!
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Whether it's the board or the director who ultimhateakes the decision, at the end of
the day you will go to the owner and ask him ortoamake the decision if it is a
strategic and irreversible decision.

But who represents the "owner" of a private fouimaét My answer is: It is the
purpose that represents the owner! It is the perpiost represents the "owner"” of a
private foundation!

In normal companies, you will go to the owner askl: 4Should we do X or should we
do Y"?

But in a self-owned institution, you go to the nmossstatement and get the answer!

At Experimentarium’s director meetings, we actualiien asked ourselves: "What will
the mission statement say to this decision™?

The question could be whether to present or npteéeent a dinosaur exhibition. The
answer (from the mission statement) would therd"6es, Experimentarium should
present yet another dinosaur exhibition becausexhibition will attract more visitors
than normal. The dinosaur exhibition will attracimy more visitors - than usual -
from the violet and pink lifestyle segment (definedhe Minerva model). Hereby,
Experimentarium’s mission statement will be evenarfalfilled. Although the
audience may only stay 20 minutes in dinosaur et the visitors will then go to
the main exhibition on the first floor and stayréhéor several hours. Thus becoming
more interested in science and engineering.” Tission statement was satisfied, so
we presented another dinosaur exhibition!

In 2005, Experimentarium had to determine whetbdxuy the building at Tuborg
Havnevej, which Experimentarium in 1990 had be@vided free of charge by
Carlsberg A/ S for a period of 20 years, or whetbgverimentarium should build a
new science centre, for example, in @restad. Bidase, the board decided that
Experimentarium should buy the existing buildinghe Tuborg area and later
renovate and expand the building. It would costraxmately DKK 500 million in
2006 to build a new science centre covering 301020in Prestad. The board
estimated then that this was not a feasible solligcause the board simply did not
believed that Experimentarium could raise the faiabasis of approximately DKK
500 million. Instead, the Board decided to focusaising money to acquire the
building at Tuborg Havnevej and later renovate @xgand the property. This process
has proved far more costly and time consuming #mgmone in 2006 had the
Imagination to foresee. In fact, the cost to asguienovate and expand the property
has run up to an amount that surpasses DKK 50@omill
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The basis for this perhaps the most significanisi@t in Experimentarium's his-
tory was very flimsy. If the board had asked thesiun statement to decide what
to do, | think it would have recommended the esthbient of a new science cen-
ter in Prestad.

Conclusion(R8) Operators of non-profit institutions are selfgoverned. Key
decisions are taken either by the board or by theicector. But every time a
major decision is to be taken, the board should agkg the "owner" of the
company: namely the mission statement!

3.6 Delegation and control.

By my observations in Chapter 3.2, the reader neafplgiven for thinking that a
director should not interfere with everyday chajjes. My position here is clear: the
director must ensure effective delegation of tassociated with the operation,
development, sales and marketing and administraBonthe delegation must be
accompanied by control systems, where one contineaaluates the audience, staff,
partners and suppliers’ view of the cultural ingtan work.

(R9) It may seem like "Big Brother is watching you”, but | am of the clear opinion
that a real delegation can only be implemented it is accompanied by effective
control systems, i.e. real freedom associated witesponsibility and checks.

What to check in a cultural institution’s work?

First of all, one must ask the visitors what theyk! How did they perceive the visit?
Did they enjoy the visit — or did they feel thaeyhwasted their time? What do they
think about the service by the employees? The Daaes a bad reputation of being
arrogant or indifferent to tourists. This attitudestupid, like shooting yourself in the
foot. Many cultural institutions perceive tourisis the least important audience. The
main target groups are namely often schools, adatis families with children or
grandchildren. In this context, foreign touriste gperceived to be a marginal audience.
But the last marginal visitors are very importamtthe institution’s economy. Because
the last visitor, on average, pays perhaps 100 DKiKcome to the institution, but this
marginal visitor costs practically nothing extraisiually say that the last marginal
visitor pays 100 DKK to Experimentarium but costsmore than 10 liters of water (in
the toilet). So the marginal contribution from toerist is approximately 99 DKK!
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It is also important to ask the audience aboutié®/s on the admission price. Why?
Well, because | suggest that the entrance priceldti@ as high as possible — in order
to optimize the income from the entrance. Eacheumly year, the institution should
consider raising the entrance price. But a pricesase should not be so high that it
scares away SO many visitors that the total incfvora the entrance is reduced.

Today, family visitors to a cultural institutionteh perceives the visit as part of a
social experiencerl herefore, it is of great importance that theitn8on has a cozy
café and a well-stocked, relevant shop. Studiees Bhwwn that the audience actually
uses only slightly more than half of the time dgrthe visit to a cultural institution
working with the institution's core product (thehebits or experiences via other
media). The other half of the time is spent inc¢hée, the gift shop or on a bench
where you sit and enjoy — looking at other visitddany visitors often spent time
taking pictures and posting them on social media friends can see that you have
visited the cultural institution!

To give the visitor a good experience, it is impattto ensure that the café's service is
good and the menu includes the dishes that audiengeect. Prices will probably
always be perceived to be too high but the biggeallenge for a cultural institution is
often to ensure that the café operates smoothly.

It's a little easier to get a museum shop to rep@rly, but here too it must be ensured
that the visitors can buy what they expect. Andstioee must not offer too much
"cheap stuff" that takes all the coins from theagdbhildren’s pockets! If so, the
Institution’s brand will be weakened and compareith wommercially-driven
experience institutions (such as theme parks).

Many cultural institutions survive though retursits. It is therefore crucial that the
first visit is successful. "First impressions laatid "You can only sell a bad product
once" are important mottos. If you have treatedesgproperly — and the visit has met
the visitor’s expectations — the guest will be miodined to pay the institution a
revisit the next time the institution's program annces a new exhibition.

In this way, the service provided by the staff &ygdetermines the institution's number
of visitors. Therefore, the management must coatipumeasure whether the staff
provides the service expected and whether the acelieels that it received value for
money.

During my time as Experimentarium’s CEO, every deyhanded out 12
guestionnaires with 28 questions to randomly setegtiests and asked them to fill out
the questionnaire. This survey measured continydhsltemperature of what
Experimentarium’s visitors felt and thought abdit visit.
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On a scale from 1 to 7, Experimentarium asked tsigv's views on the general
impression of: the visit, the exhibits, the exhdntpilots, the cleaning standard,
the number of exhibits NOT working (things that diat work, the entrance price,
the service of the café, the service of the gifishf the audience had grasped
more interest in science and technology during/isig if the visitor would come
back, and whether the visitor felt the she hadegotalue-for-money.

The responses were a good management tool becasmse ¢tn the audience's as-
sessent; | could maintain a constructive dialogue with thiéerent groups of
employees that were assessed by the audience sarey.

A crucial quality parameter for a science centé¢ha the experiments works! The
most discouraging, you can imagine, is an excidxgeriment in which a visitor
take full part, but it turns out that the instabatis suffering from a technical fault.
Then the visitor is really disappointed. And theezd not be many experiments
out of operation before the audience becomes @ifisdtand exclaims, "The crap
does not work!" And it is well known that the vitwill tell this negative story to
at least ten colleagues, friends or family membEnsrefore, a key question to
Experimentarium’s visitors in the questionnaire waghat do you think about the
number of experiments that were inoperative?" Bspondents had to choose on a
scale of 1 to 7, where 7 stated: "There were venydxperiments that did not
work."

For the five repair workers, the goal was to reachin this central assessment.
When the audience's assessment really reacheldvwe@t to the repair team and
congratulated them with the good result!

3.7 Who should lead a cultural institution: A genealist or a
specialist?

3.7.1 What kind of leadership abilities are necessg?

Now we are entering a minefield. Risking criticidmwill now make the case for and
against having a specialist and for having a gdisees the director of a cultural
institution.

As | have stated above, it is my opinion that daural institution should maintain the
same functions that a normal company does: devaoproperations, marketing and
administration. This fact speaks in favour of ththes believe a director should first
and foremost have strong leadership abilities réthen being a specialist.
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The director should be good at finding and develghe right people for the
managing positions in the company. The directoukhe with the help of the
board — formulate a sensible strategy that folldvesinstitution’s charter and a
business plan that realises the strategy's goals fiAally, the director should have
the abilities, through motivation of the leadershgexecute the strategy so the
goals are achieved.

But more than anything else, the director must gea communicator.

3.7.2 Communication. Communication. Communication.

I my view, any problem in a company can be boiledidl to a problem in
communication. Do all employees want what is besstfe company? 'Yes' would be
the natural answer. When an employee goes aghmsbimpany's strategy and plan, in
the view of the director, then it may be becausedihector hasn't been good enough in
communicating those plans and strategies to théoymegs.

(R10) In my time as director of Experimentarium, | emphasized communication
with the employees regarding the wellbeing of theotnpany.

The basis of the communication strategy was thatesemployees preferred the
information verbally, while others preferred itwmiting. Every Friday, 52 weeks a
year, The Xpress, a 12-16 page newsletter, wassbglol. Here all employees could
read about the news, big and small, regarding Exgetarium. | wrote a weekly
column of 2-3 pages, called the Director's Diargjcli describes the state of the
company and what news there might be. In the 26syleaorked as director, | wrote
more than 1000 columns.

Every Friday, as the Xpress was published, we adididay Meeting' where all
employees shared a meal and had the opportunityi¢e their opinion. | usually
ended the meeting by going through my 'Diary'. Wiy everyone got the news both
verbally and in writing.
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3.7.3Director of it all: A trapeze artist!

When you look out over the landscape of Danistucalltnstitutions, it is interesting
to see that they are all at different stages adf tines' and therefore struggle with
different challenges.

Think of Moesgard Museum that has just successfingnced and finished an
expansion with a new building costing 400 millioKIK, as well as a brand new
exhibit design.

Or think of the National Musuem that during the fage years had expanded with
several new departments such as Trelleborg, Them#tDefence Historic Muse-
um, Kronborg, Jellinge Cultural Center and the Skapthe Holm.

Think of the Natural History Museum, where the diog has struggled with a fusion
of four rather different institutions, the Zoologicthe Botanical, and Geological
Museums, as well as the Botanical Gardens. Duhrsgatdministrative fusion, the
director has also had to work on raising 1 billi®KK to build the new unified
museum. Securing the financing has been a hugeliasihrough hard work, they
have succeeded.

When you look at this list of different tasks, yoauld be tempted to suggest that it
requires different types of administrative direstor various phases of the life of a
cultural institution. When a cultural institutiog in tumultuous waters and undergoing
great changes, the institution should be steeredgmrson who is strong as a general
leader, while it is less important that the perisoa professional in the field that the
institution is covering. If an institution is inpeeriod of 'business as usual', it may be
preferable to have a director with a specialisfifgehat can help strengthen the
cultural profile of the institution.

It may seem obvious, but I'll say it anyway. In test of worlds, you should choose a
director that has a specialist profile and whodraat general leadership skills. It is
less obvious when | claim that leadership skidsa great extend, can be improved
through training and education. I, myself, haveetaleadership courses where you
learn what good leadership is. In American, ther& distinction between “to manage”
and “to lead”. Good leaders are able to lead tmepamy where it needs to go.
Standard leaders can administer the company babtimove it forward. In our super
dynamic world, the cultural institutions need le@d@nd not administrators.

(R11) Courses in leadership can help directors actve usable leadership
techniques.
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Leif Lansmann, 'Lgns' amongst friends, has beeapalide director at DR Radio and
later DR's Concert Hall. Lans has read the manupiston this book and given his say
as to what describes good leadership in a Cultasatution:

‘A lot of people think that it requires somethipgaal to lead a cultural institution. It
actually doesn't. Leadership, like all professiassabout utilizing your professional
and personal skills set to solve a given job un@eious conditions. The leadership
will often meet more adversity so the leader’s peadity may be more important that
his/her professional skills.

There is no such thing as 100% good leadershipldastthan 60% is discovered
and do not last. The realistic level is probablyvizeen 60-80%. And this is frus-
trating in zero defect cultures, such as e.g. nalgiotes or engineering.

Boiled down, a leader has four tasks.

To set a goal.

To create a team.

To create a framework for the team to work in, and.
To set the team free.

30 years as a leader has taught me that leadeiishapout_
e To lead the way without being in the way.

To listen without pandering.

Daring to doubt without wavering.

To guide without controlling.

To make decisions without dictating.”

Anne-Louise Sommer has been director of the Dabetign Museum since 2011.
Regarding leadership of cultural institutions, Scentmas said:

" "Appreciative inquiry”, an appreciative method ¢éadership has many sympathetic
elements that encompasses some of the things tevaohieve as a leader. | don't
think it works well when a leader comes in and psdfis/her own ideas and views
through without listening to others and without macwledging different perspectives
on the projects at hand.
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What | have been particularly focused on is whetherleaders are followed by the
institution and the staff that they are supposelgé#nl? Have you been chosen by the
employees? For me, that is the litmus test foigthed leader. In short, good
leadership is to create results through the worktbrs. If you don't have what it
takes to release the energy that is stored in tfierent parts and persons in the
organisation, then you'll get nowhere as a leader.

The good leader is, for me, an authentic figure Wwas the ability to excite. He or she
can motivate the staff, delegate tasks, belieamthrespect the employees. After
creating the framework that allows the employeeg&ch their full potential, they
should be able to step back and let them do thé job
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3.8 What type of people should you hire in a cultul
Institution?

If you look at a leadership group, it is importémdt the co-operation in the group is
based on trus{R12) Therefore, the group should consist of fouryppes of people
(The PAEI-model): producers, administrators, entrepeneurs and integrators.

One person can play more than one role. But mmortant that all four roles are cast
in the leadership of the institution.

(R13) It may seem obvious, but you should alwaysedeto have about the same
amount of men and women in the different leadershipositions. | am convinced
that men and women, generally, have different appmches to how you solve
problems. And both should be represented in the |ekership group of a cultural
Institution.

In a cultural institution, the development departirie obviously of great importance.
It is here that the new products are created.Here that the audience successes (or
failures) are madeR(l4). To achieve an energetic development departnmigithe
department should have two kinds of people, that ¢all “gatherers” and

“spreaders”. The spreaders are the valuable employees th&t dhitside the box and
come up with the fantastic ideas that can spellbwedaudience. But often their ideas
can be unrealistic and impossible. These missesastrmoney but if the ratio
between these misses and ideas that become sicaessven, the 'spreaders' can be
some of the most important employees. The gatharerthe people that, figuratively,
walk behind the spreaders and determine which ideagold and which are misses.
The gatherers have an understanding of how tazeeahd execute the ideas. If you are
able to balance the number of spreaders and gashergour development department,
you can achieve great success.

A common denominator of many development departsertheir difficulty in staying
within budget. People who work in development aresiastic and want to present
the most amazing things to the public. It means teshem that they go a few million
over budget. It is the result that counts.

(R15) How do you control this difficult process eaoomically? My answer: With
reserves. And with reserves at multiple levels.
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The project manager must have a reserve. The degairhead must have a reserve.
And finally, the director must have a hidden resdahat only the CFO knows abouit.
This final reserve should only come into use whienther reserves have been eaten
up by the well-meaning creative exploits of the appes. Of course there should be a
limit to the creative employees' spending. If yawvé a project manager that is
extremely talented, but is less able to handledmét) you can, with large projects, hire
a co-manager that controls the resources, such asmwvie set where the producer
controls the film director.

4. The economic dimension of developing and operag a
cultural institution.

4.1 The economic dimension is the key for all cultal
institutions.

"It's the economy, stupidis the slogan of James Carville, the chief campatgategist
of Bill Clinton in his successful presidential caagn in 1992. It is the same for all
cultural institutions. It is the economy that isgi Everything must add up. Otherwise
the quality of the cultural product will be weakdrend in the worst-case scenario, it
can lead to the end of the institution itself.

Directors that do not understand the importance ladlanced budget and think they
are above basic monetary concerns don't last long.

The economy of all companies consists of two chrap@peration and Investment.

Normal companies finance their investments in thvags: profits, via loans or by
expanding their stocks.

Cultural institutions rarely have profits of a mégde that allows serious investments
and only few are legally organised as corporatidhst leaves only two ways to
finance their investments: loans or donations. démations can come from the State,
from municipalities, from private people, from coamges (in the form of
sponsorships) or from foundations. Loans are ndynoaly an option if the institution
can put up a solid collateral, for instance a Valed®uilding.

Now you could be tempted to think that it is mueinder to find capital for
investment, and somewhat easier to find moneyh@idaily operations to balance the
budget. Investments can be in the hundreds ofangliwhile daily operations are
orders of a smaller magnitude.
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But in reality, things are different. Denmark hdsteof foundation that donate to
various non-profit causes. Therefore, the supplyapital for non-profit projects is
very large. Annually, Danish Foundation donatesentban 3 billion DKK.

On the other hand, deciding to support the dailrafons of a cultural institution can
be a strain on the giver. If for instance, a myabty decides to support a local
museum with 3 million DKK annually, over a numbéryears, that amount adds up.
Recently, state and local governments have coldelddly reduced their support for
the daily operations of a long list of institutioA$e State still provides support for
institutions, for instance via the Museum Law.

In 2012, the States support for museums and zoosaed to 861.5 million DKK,
while it had dropped to 831.6 million in 2015. Boé municipalities have raised their
support from 564.2 million in 2012 to 685.8 milliom2015 (adjusted for inflation).

Public donations to cultural institutions
(Million DKK)
Source, Danmarks Statistik, Statistikbanken

Year 2012 2013 2014
Museums, Municipalities, Operation 547.6 577.3 587.5
Museums, The State, Operation 799.5 804.8 798.6
Zoos, The Staten 38.6 38.2 38
Museums, Municipalities, Investment 16.6 45.6 56.7
Museums, The State, Investment 134 10.8 10.9
Total 1415.7 1476.7 1491.7
Year 2012 2013 2014
The State total 851.5 853.8 847.5
Municipalities total 564.2 622.9 644.2
Total 1415.7 1476.7 1491.7
Annual inflation in % 2.4 0.8 0.6
State total 2012-prices 851.5 833.8 821.2
Municipalities total, 2012-prices 564.2 608.3 624.2
Total 2012-priser 1415.7 1442.1 1445.4

The municipalities have mainly supported investmBetind the numbers is a wish to
'put their town on the world map'. On the otherdhaupport for daily operations has
only gone up 3%. Therefore, it has become morenam@ difficult economically for
cultural institutions to make due.

25



One of my rules i(R16) It is relatively easy to establish or to enhece a cultural
Institution, but it is much harder to run the daily operations of such an institution.
Said differently, it is easier to secure funding fonew exhibitions, building
extensions etc., than it is to secure money for tltaily expenses.

In the following section, I'll look at what a cufal institution can do to make the
difficult operations budget add up.

4.2 Finding the fiscal balance!

4.2.1 An economic reality check of operations.

As mentioned above, it is significantly harderda than to establish, or to revive, a
cultural institution.

Many directors that have been in the exciting psea# starting a new institution, | am
sure, would agree. | can imagine it: The beaufruine is set. The exhibitions are
ready. The grand opening is neat. The mayor, nein@teven royalty will come and
mark the opening. The real challenge starts on™ay. Will there be enough visitors?
Are they happy with the exhibitions? Is the budgetlistic?

People will often overestimate the revenue and rastienate the expenses. Especially
in the third year you are in danger of overestingathe revenue, where you are old
news and the audience numbers start to dwindleeli5gs may even go up, because
buildings and exhibits must be maintained.

“All hell is loose!” The budget doesn't add up. Wkaobs can the director turn?

In the following sections, I'll suggest how a culunstitution can maximize their
iIncome and minimize expenses.

26



4.2.2 How can a cultural institution maximize the evenue?

Most cultural institutions generally have threerses of income:
1) Funding from the government
i) Box office (sale of tickets)

iii) Other sources like gift shops, cafes, rentg exhibitions, courses, publishing and
sponsorships, etc.

Most cultural institutions will do what they canraise public funding. They can do
this with crafty lobbying or through the relevamtipcians. It is hard to advice on how
to plan your lobbying. You can follow two strategi&ou can point out the positive
effect of the work done by the institution. Thathsg 'nice' approach. The cheeky
approach is to describe the '‘Apocalypse Gameavelfion't get the extra support, we
are shutting down.’

The last method rarely works out. The politiciarenWaccept that the cultural
institutions go to the media and complain about tméserable economics. That will
point the arrow on the politicians, and they doké that attention.

During my time at Experimentarium, the board iresisthat the need for public
funding should always be based on reasonable arfiegsional dialogue with
politicians and public servants.

As the political climate is today, there are nansighat it will be easier for cultural
Institutions to achieve public funding. Quite th@posite! The government of Lars
Lokke Rasmussen established in the 2016 Nationddg®&uthat funding of culture
would be lowered by 2% each year for four yearaddition, the real value of the
funding will be further diminished as prices anthsas go up.

There are a few cultural institutions that recedigmificant private donations. Ny
Carlsberg Glyptotek and the National Historic Museat Frederiksborg Castle receive
funding from the Ny Carlsberg Foundation. Davidl€xtion is established and run
solely on funding from David's Foundation. The KaBlixen Museum has been run
for many years on the royalties from the writing&aren Blixen.
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These institutions can face a hidden danger. Wagapéns if their source of income
dwindles or stops completely? Carlsberg A/S could day face hardship and start
losing money. The portfolio of David's Foundatiauld lose its value. For the Karen
Blixen Museum, this is a real threat. The righBtxen's work will run out one day. It
would be a scandal if the state do not go in akd taver the job that Blixen's writing
have so far supported. But at this moment, it doésok like it will happen. The
Minister of Culture has given no inclination thiaéy will support the museum with
funding.

(R17) The majority of cultural institutions must therefore maximize the two
revenue sources: box office and additional revenu@ublishing, shops, cafes, etc).

4.2.3 How can a cultural institution maximize box €ice
revenue?

The box office revenue is of course a product efrtmber of visitors and the various
prices of admission. Here are two rules that shbaldet in stone.

(R18) i): The cultural institution should seek to lave as many satisfied visitors as
possible.

(R19) ii): The cultural institution should aim at the highest possible admission
price that the market allows.

Why these two rules?

First of all, because a cultural institution natiyrahould try to get as many users
consuming their product. The Director who claimat the/she doesn't care about the
number of visitors, as long as the visitors thatdme are happy, speaks against the
whole foundation of the institution. Of course twal should be to get as many as
possible to participate in the cultural educatioat the institution provides.

It could seem that the second rule goes againdirgteWhy set the entrance fees as
high as the market allows? Because the institutiast survive economically!

Because of the general expectation that all Damsseums enjoy a high level of
public funding, it is the opinion of most Danestttieeir prices should be accordingly
low. There are even some institutions that have é&m@rance for all guests. That is a
policy | cannot support.

28



(The next paragraphs about the free admissioneat\ational Museum and the
National Gallery were written in August 2015. e tmeantime, the Ministry of Culture
has decided that the two museums must reinstatessidmfees, which happened on
July ¥'2016.)

For cultural-political reasons, the Ministry of @uke issued a policy of free entrance

to two of our biggest and popular institutions: Tegtional Museum and the National
Gallery. The political reasoning was — and is -t tha people should have (free) access
to this cultural national legacy.

This cultural-political statement brought along sopnoblems that the politicians may
have to considered when making the decision. Theddems are the reason | cannot
support the idea of free entrance.

The free entrance obviously cost a lot of moneythierstate, because it waives all the
box office income. For the National Museum andNlag¢ional Gallery, it amounted to
21 million DKK. You can get a lot of culture forahkind of money.

But the free admission also raises the issue @iuobmpetition. There are only 400
metres from the Ny Carlsberg Glyptotek to the niminding of the National Museum.
As a tourist or local cultural consumer, you afeweth a decision. Which museum
should I visit? One might cost 300 DKK for the eatiamily while the other is free. A
price conscious consumer would probably go forftee option.

The National Museum might say: the family woulditith institutions. But while
that is the case for some families, the realith&t the Glyptotek will lose a lot of
potential paying visitors.

But in the long run, it is also wrong to offer frag@mission to large cultural institutions.
My claim is that these institutions, over time, Maiécome less attractive to visit. The
reason for this is that the museum will have theesaconomic base income,
regardless of the number of visitors. One day thectbr might face a tough decision.
He may have to save, say, 2 million DKK on nextrieeaudget. Should he fire three
scientists? Or drop the planned exhibition opemiaxt year? Most people faced with
that choice would probably postpone the exhibitemmuseums always want to take
their research seriously. So the audience loseshiduece to see a new exhibition.

| concede that such a negative development indtiétst of the museums can be
prevented with adding result clauses in the conthat these are just the framework.
And the director will be able to manoeuver withmst(broad) framework.

My second point against the idea of free admisgmpWwho really benefits? The well-
off cultural consumers and the tourists! If theigpwhns want the demographics with a
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low consumption of culture (the violet and rosersegt in the Minerva-model) to visit
the large national cultural institutions, they slioit use free admission as a carrot, but
rather exciting exhibitions. Instead of losing 2illion DKK of box office income, use
that money to generate exciting experiences foatltkence. That will make the

Danes - also some of those with a low cultural oan#ion - go visit the large national
institutions.

The elasticity coefficient for a product shows howch the sale of the product will go
up or down if you raise of lower the price. Cullurestitutions have a very low
elasticity coefficient when it comes to tourists.short, tourists don't pick and choose
which museums to go to according to the pricei.igfon their 'to do list', they will
visit anyway. The weather is a bigger factor asit determine what day the visit will
be.

My claim is that an admission price as high as ijptesshould be the goal for all
cultural institutions. This means more income, \WWhagain makes it easier to balance
the budget. And it also provides money for extriavd®es that meets the goal of the
institution.

You should also aim at a high price because itpassnstant challenge to the
institution. We demand a high price and therefoegonomise an experience of high
guality. It is a signal to the world that the itigtion takes it seriously. The high
admission price is an internal obligation and alglime for the staff, because the
audience expects value for their money.

In October of 2004, when the operating capital xgp&timentarium was exhausted, it
was decided to boost the admission price consiteraliamily discount of 40 DKK
per adult was cancelled over night. People's r@a2tNo reaction. This gave 2.5
million DKK in extra revenue.

Every year since 2004, Experimentarium has raised admission with the normal
price index.

It is interesting to follow the audiences' viewtbe prices. In the questionnaires that is
handed out every day, one of the questions wasdmeggthe price. They were asked to
assess the price on a scale from 1 to 7 (with Agoeery expensive and 7 very cheap).
It was a consensus amongst the audience that admigas expensive. The question
normally got a score between 2.7 and 3.0. Wheregmould go up in January, the
score would drop to 2.5. But slowly the score watlichb, and in July (the summer) it
would be around 3.2, because tourists are morestatuen it comes to prices.
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You could ask the question, is a grade of 2.7add@v? That Experimentarium ought
to have lowered their admission prices? My answéhnat the audience judged the
price to be high, but not TOO HIGH. In the yearsaAmen 1991 and 2013 we had an
average of 340,000 visitors annually. Such a highlmer shows that we had found a
balance between the price and the product thatffi@eed the visitors.

Some might object: Won't the competitors steaktidience if the prices are too high?

The greatest competitor of cultural institutions. isature. If the weather is good, the
number of visitors will fall. People will go to theeach, the woods or stay in their
gardens. The institutions (with indoor activitiesg¢ actually so dependent on 'the right'
weather (which is bad weather) that a season ahso@ can mess up the institution’s
budget. When the sun is out and the temperatwgs, iise Danes run for the beach. A
cultural institution can have the best exhibitiarthe world but if the weather is good,
people won't come. So nature is the biggest cotopeti

The Land of Legends and Tivoli (outdoor activities$h for a summer of sun and
warmth. The cinemas, Experimentarium and the Pdaiuen thirst for rain.

| don't think that cultural institutions steal ¥ais from each other. If an institution has
a particularly attractive offer, that institutionlbof course get more visitors. But these
visitors don't necessarily replace a visit somewlsdse.

The Blue Planet opened with a bang in 2013 andngoe than 1 million visitors in the
first 12 months. But in that period, other insiuats in Copenhagen like Tivoli, the
Zoo, The Round Tower, Rosenborg, and Amalienbdrgaal record numbers of
visitors. So the Blue Planet didn't steal the orsit

If you want more visitors, you should not bet owéwing your price. But the
institutions should offer a special low admissiorsthools because it is of great
importance that our children visit the great Darashural institutions. At the same
time, society should encourage the schools to gnae day trips and make well-
planned visits to our cultural institutions. If wacceed in getting the young people to
visit, these young people will, when they themselave children, be more likely to
bring them to the same cultural institutions.

The new Elementary School Law from 2013 is a vergartant step. In the law it
says that the schools should make partnershipslog#h culture, educational and
sports associations, art and music school, niglaads and music school as well
as youth clubs., that can all add something tsth®ols’ work.
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Furthermore it says that the partnerships can bemuseums, galleries, theatres,
libraries and local orchestras, by using their etiooal offers. They can provide a
special didactic value with the special educati@paces offered by the cultural
Institutions. This lays the ground for a strongtparship between the schools and the
cultural institutions.

The cultural institutions can also stimulate audeenumbers by presenting special
exhibitions, or other kinds of audience activitieat seem attractive to the average
Dane. The Knowledge Didactic Activity Centres, ldExperimentarium, has shown
how you can sustain a high audience number byioffdascinating exhibitions and
spice the normal visit with exciting activitieke experiments, shows and workshops.

The Pedagogical Knowledge Activity Cent®re(Videnspaedagogiske Aktivitetscentre)
consists of Land of Legends, The Medieval Centeidyikgbing Falster and on
Bornholm, Ribe Viking Center, Dybbgl Banks, TychmaBe Planetarium and
Experimentarium. The center gets funding from theistry of education's so-called
VPAC fund of approximately 13 million DKK.

In their desire to get people to come to their bitloins, the leaders of cultural
institutions can sometimes get ideas for topicsiéw exhibitions where the institution
may be on the way to losing its innocence.

When Experimentarium was launched in 1991, we weeswhelmed by the number
of visitors that came to experience with their aayes and senses the new exhibition
that was presented. But after approximately 18 hmnit was old news, and the
numbers dropped from 530,000 visitors in 1991 10,300 in 1993. We were looking
for answers. How could we raise the numbers, amdwithin our stated goal of
stimulating public interest in science and techgg®

Several sources, among them the chairman of thel bceme with the suggestion that
Experimentarium could present a Dinosaur Exhibitibwas science, wasn't it? Why
did the dinosaurs go extinct (almost) 65 milliomsseago? By all accounts, we would
achieve high numbers at the box office. But theéeship team hesitated. Was an
exhibition with moving dinosaur-figures serious egh?
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In the years 1993-96, the answer was 'No'. It vedsonsidered serious enough and |
was unpopular as a director for pushing in thaalion. In 1996, a consensus was
reached and we could rent a dinosaur animatromigbigion in London, from the
renowned Natural History Museum. But, a bit smyggyhaps, the people in
development demanded that Experimentarium shostsdow ‘the real thing', real
dinosaur bones from Mongolia. The exhibition opeme@ctober 1997 and became a
huge success. The audience loved the exhibitiah,the animatronic models and the
real fossils. And our mission statement was matpkeonly spent around 20 minutes
with the dinosaurs before going into the main halil spending 3 hours being
surprised by the more than 300 other exhibits.dihesaur exhibition reached a new
demographic: Danes with shorter educations andhesey in the bank. This is the
very same group that the mission statement talkedtaeducating in science and
technology.

There are some Danish museums that have been prettipice, where they almost
lose their innocence. AROS in Aarhus presentedkhibigion of Ferraris. That wasn't
art. A Ferrari is industrial art and the exhibitisimould have been at the Design
Museum Denmark. In the same manner, | think theoNat Gallery went over the line
when it presented an exhibition with the fashiogations by the designer Erik
Mortensen. This should also have been in the Dddigsgeum Denmark.

Many of Experimentarium’s “colleagues” around therld have lost their innocence
many times. There are a number of blockbuster édmis that are touring the world,
like Titanic, Star Wars and Star Trek. They carl adbt of people through the doors,
but the scientific substance is weak, to say tastlél'hat kind of exhibitions is not
suitable for a serious institution like Experimenten.

This balance is delicate!

An interesting question: Why are these blockbuskhibitions so popular?
Experimentarium drew the conclusion that the pajiylatemmed from the
knowledge that the audience hadlod brand(Star Wars or Titanic, for instance). You
could say that the exhibition marketing is standinghe shoulders of the big
marketing juggernauts of Hollywood. When Experinaentm presented their first
dinosaur exhibition in 1997, dinosaurs where sglly popular after the release of
Steven Spielberg’s 'Jurassic Park' and this helpitthe popularity of the exhibition.
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4.2.4 How can a cultural institution attract a highnumber of
visitors —without compromising the purpose?

We have reached the core of the challenge. Howodaaghieve an economic balance?
You primarily do that by getting a lot of peopledhgh the door.

If I knew a magic spell that could ensure a culturstitution a lot of visitors, | would
be famous. But although | cannot offer an easytswlythere are some things you can
do, with the tools at hand, to get as many visigsrpossible.

First, you should find out: Where are the commaraarbetween what the institution
wishes to communicate and what the audience wishese.

The modern cultural consumer is very picky. Themefgou have to offer something
special. In management lingo, you could say thairktitution has to create a strong
brand, and then live up to that brand. It take®tand hard work to build up such a
brand.

Many cultural institutions have a permanent extohit The institution makes the
experience more dynamic by offering special extubg or other audience activities.
In my experience, very few institutions can sustagh audience numbers simply by
having a permanent exhibition.

The audience number is like dough that slowly $wri@s time goes by. If you do
nothing, the numbers will drop to a minimum figtinat is the core visitors, which
only includes the faithful few, new children andsts.

If the cultural institution wants to prevent dealig audience numbers, you have to
make sure that you continually have special exbiist This brings the institution
back onto the radar of the cultural consumer agd/és them a reason for another
visit. This raises the “dough of visitors” for a i) before dropping again after 10-11
months, until the next special exhibition. Stayinge to the metaphor, you could say
that the special exhibitions is like the yeast thakes the dough rise.

Most art is only lent out for about 3 months ath@et So an art museum can only have
their special exhibitions for a limited time. At garimentarium, we quickly learned
that 3 months was too short a period for the kofdspecial exhibitions we presented.
The potential life span of an exhibition is muchder. My own experience tells me
that a special exhibition should be open for a wlyaar because there are different
types of audience depending on the season. Thaldtatw goes skiing in the winter
break may want to visit the exhibition in the autubreak. In the summer, it is the
tourists. And then the schools need autumn, winterspring to visit.

34



(R20) With these experiences in mind, Experimentanm’s exhibition policy was
quite simple. We aimed at presenting two special bibitions a year that each ran
for 11 months. One was opened in early February judefore the great audience
weeks (weeks 7 and 8). The other would open earlycber, just before the
busiest week of the year, the autumn break. This snres a lot of visitors in the
early days of the exhibition who, hopefully, have good time and spread the news.
Word-of-mouth is a significant sales booster for th cultural institutions.

Why do the audience numbers tend to drop with tigieply, because the cultural
institution doesn't get any attention from the raedlhen there is nothing new to
report. My time as director at Experimentarium teagght me that without media
exposure, the numbers drop. Out of sight, out ofdmi

The media has a tendency to cover events, witht greausiasm, and this brings a lot
of attention to current affairs, while the largdteral institutions' wonderful main
exhibitions get almost no attention. When haventieelia last covered the main
exhibitions of Experimentarium, the National Musewtc.? In my 26 years at the
helm, | never managed to convince a TV-statiora newspaper for that matter, to do a
background story about the exhibitions and the tyitg philosophy (a new concept

at the premiere in 1991). But every time we haéw special exhibition, the media
always showed up to cover the opening.

The can cause the cultural institutions to worlhvaitshort agenda and make a more
hectic schedule with more events. Attention is dee away from the main exhibition,
which is the institution'saison d’etre.

The modern cultural consumer is, as mentioned, eatigal and will always ask:
What's in it for me? Will | get something out oéthkisit? Will | bring something
home? Either in the form of good memories, or dwetter: New knowledge. And
thereby: A changed view of the world?

(R21) This Kinder Egg (good memories, new knowledgend changed perspective)
Is the core in the product of the cultural instituton.
Besides being a great experience that is bothtaimt#g and educational, some

exhibition subjects contain an x-factor (a magat#iactive force) that generates a
particularly large interest in the audience.
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The greatest successes that Experimentarium havedr@ exhibitions about the
human body (especially the brain), sports, dinasand espionage. The reason for
exhibitions like The Body, and Sports are so papigldecause the main character in
all the exhibits is the visitor. The most interegtthing in the world is, despite it all,
your self. By experimenting your way through everhibit, the audience gets an
educational experience, while at the same timegothia subject of the experience.
That means there is a lot ‘in it for me’!

The success of the dinosaur exhibitions rests @emiysterious nature of these giant
(and small) creatures. Why did they do extinct Ifvtiite exception of the ones that
eventually became the birds) 65 million years agy were they so huge? Was T-
Rex a predator or a scavenger? What was the cofdheir skin?

Besides the above-mentioned Kinder Egg, it is eigmrtant that the subject of the
exhibition contains this, hard-to-define x-factor.

Naturally, marketing of the cultural institutiorsalhas a large impact of the audience
numbers. An institution can make the best exhibgjdout if people don't know about
it, it won't make them visit. The word-of-mouth et starts working after a few week,
but if the marketing doesn't have the necessant,dloe exhibition will not get the
audience it deserves on its merits.

Experimentarium’s marketing was planned arounddhewing guidelines:

First and foremost, Experimentarium should worgéo high audience numbers by
getting as many revisits as possible.

(R22) Who is the closest person to convince toy pay Experimentarium a visit?
Surprisingly, the answer is YOU. If you have beena Experimentarium, and have
had a Kinder Egg experience, then you'll be more ntivated to revisit when you
see the poster for a new special exhibition.

This fact underlines, even more, how importarg thiat Experimentarium'’s visitors are
satisfied with the visit when they go home.

As mentioned, the audience is critical. Experimeata’s visitors expect a good
experience, and by this, they consider all the elgma visit contains. A visit to a
cultural institution consists of up to 20 differesiééments, where each element must
live up to, or exceed, the visitor's expectatidhgery element is a pearl on the string.

The elements, or pearls, can be: Does the infoomatnline cover everything? Are
there signs guiding the audience? Is the audiercEraware of the prices before they
reach the clerk? Can you pay with Euro, credit ga8vipp or MobilePay? Is there an
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easy-to-understand schedule or plan of the instriist offerings? Is there sufficient
space in the wardrobe? Is the staff friendly argful Are the toilets clean? Do the
activities work as planned, and are they explaswthat people understand them? Is
the menu, prices and service of the cafe good drivlggthe selection in the shop
broad enough? And finally, can the audience browgething home, so they can show
other people how much fun they had, and how mueh lkarned?

(R23) Every pearl on the string of experience shodlbe functioning if the visitor is
to leave the exhibition with a positive impressionif any part of the experience
was lacking, the overall judgement will suffer. Youoften tell a lot of people about
bad experiences and few about positive experiences.

In short, if the toilets aren't clean, you'll leavigh the thought: The toilets smelled.
And that makes it less likely that you'll revisit.

But we are optimistic and assume that the majorfifiprmer visitors had an overall
positive experience. In the questionnaire, people tne '‘Overall impression' item a
grade of 6 on a scale of 1 — 7. Therefore, marxjperimentarium’s core audience
will be motivated to visit again when a new exhditopens.

(R24) The next group that can convince you to visiExperimentarium is family,
friends and colleagueslf people have a great experience, they may coitfraimost
loyal of acts: They will recommend others to visit.

(R25) The third group that can convince you to re\sit Experimentarium is the
media.

That is why any smart cultural institution shouldriwto get as much media coverage
as possible. But it is hard to attract the medi#tsntion because there are so many
trying to get it.

If the media is not mentioning your exhibition, yloave to resort to an expensive ad
campaign. But figures show that such a campaigpdpers, magazine, online and out-
door) rarely has an effect that justifies the exgasn

Many cultural institutions have started using sbciadia such as Facebook, Twitter,

SnapChat, Instagram, Tumbler, and LinkedIn to gettly into contact with potential
audience.
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| am convinced that the social media, during thd Be5 years, will become central in
the marketing of all cultural institutions. Peopdepeople communication via social
media is the way to go. Therefore, cultural insiiis must beef up their presence on
the social media and delegate the responsibilitgdonmunication out to the various
departments.

There is a word-of-mouth chain that the culturatitions can take advantage of.
First, you make sure that the teachers are inegtestyour institution. These teachers
take their students on a visit. The students acgezkabout the place and ask their
parents to come on a visit again the following vesek The parents are then excited,
and spread the word to their friends, colleaguesfamily. Remember, the chain starts
with the teacher. Therefore, cultural institutiem®uld always treat the teachers well.

In the struggle to get people's attention, theucaltinstitutions have two advantages
that will grow in time and can give you a sensemimism. More and more
communication in the future will happen on soci&dw. And communication is one
of the specialities and main areas of expertiséhf@icultural institutions.

(R26) Cultural institutions should make communicaton (via the social media)
their main marketing strategy.

The other tendency is long-term. In time, robott take over more and more of the
work that we humans spend time on. The Greeksaritly states of 400 BC creates a
cultural prosperity that we almost haven't seenesiiithe Greeks had their own robots:
the slaves, that they stole when they conqueredamas. The robots will become the
slaves of our future and it will give us more andrenleisure time. That way, Danes
will get more and more time to spend on culturadstonption.

(R27) Yes, | am so optimistic on behalf of the cultal institutions that | call the
society of the future: The Cultural Society.

4.2.5 How do you maximize the third source of incom
"alternative revenue".

Generally, | would recommend that cultural instdos try to diversify their sources of
iIncome as much as possible so it'll be less seagiia slump in any one single
source.

Below, I'll mention a list of sources of income ttlaacultural institution can tap into.
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Almost all cultural institutions have a cafe/restat and a gift shop. Of course, it is
possible to achieve some profit from these souget! wouldn't recommend that you
rely on them as a steady source of income. The tsubhat a cafe in a museum is one
of the most difficult things to handle. Tongue hreek, | would say that with the
exception of making the trains run on time, therea task more difficult that running
a cafe in a cultural institution. I'll admit that, Experimentarium, for many years, the
cafe ran with a deficit if you add up all the expes that were related to it.

(R28) | would recommend leasing the cafe to an extel partner. But make sure
the contract is carefully written.

Otherwise, the contractor will lower the qualitypd\then the audience will complain,
or even become angry, and the anger will not becthd at the contractor. It is the
good name and brand of the cultural institutiort ihat stake.

It is a little easier to make a moderate profitloa gift shop. But here you should also
be wary of expecting too much. The main purpost@tcafe and the gift shop is to
add something positive to the overall experienceefvisitor.

But there are many other possible sources of indoma cultural institution. Its UPS
(Unigue Selling Point) is that it generates newwlaaolge and is a champion of
communicating this new knowledge, as well as engskinowledge. And the cultural
institutions are good at spreading this knowledga wide audience.

Therefore, a cultural institution should consideltisg courses aimed at the target
audience. And produce and publish books, magaawvets pased games, etc.

The majority of cultural institutions do resear¢hat is an extra source of income.
Some of the research scientists can do excellerk fsothe communication
department where the audience- related activitesi@ated.

Cultural institutions should also rent out offi@sd space for conferences, seminars,
meetings, receptions, anniversaries, etc. To thiscan add team-building courses.

Experimentarium and Garderhgjfortet have arrangedttess birthdays where the
children can get a great experience, and get aafdseowledge in the process.

Many cultural institution employ people from “theciusive labour market” which
helps people with a handicap or special needs txtieated so they can train to enter
the 'actual' workforce. In 2013, 18% of the emp&syat Experimentarium were from
the inclusive labour market. The cultural instims are very good at creating the right
framework for these employees. | believe most caltumstitutions can generate extra
income by taking the task of helping these pedméekK) into the workforce.

39



In 2014, | participated in a conference in the U | gave a talk about
Experimentarium’s attempts to diversity its sourgEscome. The attendants at the
conference had to think of new possible sourcasoaime for the science centres and
museums. One particularly interesting suggestios mvade: science centres have a lot
of visitors that do a lot of experiments about itheains and bodies. Perhaps,
researchers could utilize the recorded data? Maybgossible for the cultural
institutions to collect the empirical foundation fesearch that requires a lot of data
from “normal Danes”, their physical properties, itgorain functions, you name it.
And maybe the institution could make money on it!

(R29) Summary: The cultural institutions' income wil primarily come from
government funding or from the audience of the instution. There is a trend in
Denmark of the government diminishing their contribution to the cultural
institutions. Therefore, more and more of the incora must come from the
audience. It is a welcomed development as it req@s the institutions to become
more energetic and resourceful when their survivais in the hands of the visitors.

4.3 How to limit expenses as much as possible.

Cultural institutions should limit their expensegiie minimum, the same way normal
companies do. Why should a cultural institutiondnavore employees that needed
when normal companies cannot afford that? The enandemand for a balanced
budget may not be as obvious as regular compamaésstalmost solely judged by
their bottom line and the profits it can generaietieir owners, but even though the
demand for balance isn't as articulated for cultmstitutions, it is there none the less.
If you cannot generate income to match your expgeribe institution must close. Just
think of Gladsaxe Theatre that had to close shdbarstart of the century.

Therefore, the director of the cultural institutimust always consider: do | have the
right manpower in all departments and sections?

If you have four staff members in the economicsadtepent, and could let one go
down in time because the billings have been digédl it won't take long before the
rationalizing can add up to a 200,000 DKK savingusdly.

Many normal companies save money by having themests do part of the job
themselves. Think of Internet banking, online bogkof plane tickets and hotels, etc.

(R30) Cultural institutions can get far this way: Let the audience print their own
tickets, and even brochures. It is expensive to stahe box office, and consider

how often the clerk just sits there and waits forle next visitor to arrive.
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An overlooked way to reduce expenses is for theullinstitutions to invest is
renewable electricity and heating (solar, wind,tgeomal, etc.). The reason is that
foundations are more than willing to fund investtseit is easier to convince a
foundation to donate money to install solar cefiglee roof than it is to get them to
donate money for a monthly electric bill. The inwesnt would give the institution
more economic muscle and save them from part oétieegy expenditures.

Later in chapter 5, | will get into how the majgrdf cultural institutions actually give
back more to society than they receive in funddige overlooked contribution is
property taxes. It seems very random who pays draare exempt. Many of the large
cultural institutions in Copenhagen contribute dgigantly to the municipal coffers
through their property taxes.

In the years from 1990 to 2008, Gentofte munictgalianted to exempt
Experimentarium from paying property taxes. Butoadmng to the laws, Gentofte
Municipality could not exempt Experimentarium frgraying property taxes because
Experimentarium did not own the property. But wikxperimentarium bought the old
bottling hall in 2008, the municipality announcée exemption because
Experimentarium was now owners of the propertgnibunted to a saving of 900.000
DKK a year.

Recommendation:

(R31) The State should make an analysis of the prefy tax payments from
cultural institutions and regulate them sensibly sdhat all cultural institutions are
given equal conditions, and the unintended taxationf cultural activities are
stopped.

4.4 VAT — A jungle for cultural institutions.

A substantial part of the expenses of a culturstitintion is VAT that cannot be
deducted.

That is because the box office revenue is VAT exeivigu'd think that is a good thing

for the institution, because it lowers the entraigee But there is a price to pay for the
VAT exemption. You cannot deduct the VAT of all yaawn expenses.
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Example: The institution has box office revenud @imillion DKK a year. If VAT had
to be added, the audience would have to pay 25%4:62.5 million DKK and 2.5
million would go to SKAT (Danish tax authority). €hnstitution makes a lot of
purchases and services, maybe for a total of 3omiDKK (pre VAT). The VAT on
these products and services amounts to 2 milliahdannot be deducted.

In addition to the fact that you cannot deduct VWAT exempt companies also have to
pay a payroll tax of 2.5% of 190% of the payrobr instance, if your payroll is 10
million DKK, you have to pay 2.5% of 19 million, 6t45 million DKK.

So the institution has an extra expense of 2.4bomiin order to save 2.5 million of
VAT on the box office. At the same time, the cudiunstitutions are blamed for
creating unfair competition in relation to the athaurist attractions because they are
exempt from VAT. But this is a distorted pictureajbe they save money at the box
office, but no one is looking at the extra expertiesto the fact that they cannot
deduct VAT and have to pay payroll tax. A few yeag®, the knowledge didactic
activity centres were exempt from paying payrotl ta

The example mentioned above is simple and easyderstand. But the picture gets
murkier if the cultural institution has VAT liablevenue. You can deduct all of the
VAT on your expenses that are related to revenaieishVAT liable. Furthermore, you
can deduct VAT on parts of your general expensgseniding on the percentage of
your overall revenue that is VAT liable. Let's asguthat the company has total
revenue of 20 million DKK, of which 10 million isAT liable revenue from the gift
shop, cafe, lease on exhibitions, etc. This medaatsthe VAT liable revenue makes up
50% of the total revenue. This way, the companydstuct the VAT on 100% of the
expenses directly related to things like the stoaée etc. and 50% of the expenses are
general expenses that isn't connected to a spacifidty, such as company cars or
office supplies, things that concern the entire gany.

This is a simple example, but in reality, it is rhunore complicated. Before the start
of the budget year, you have to guess what pergerabyour revenue will be VAT
liable. And when the year is over, you adjust ydeduction in accordance with the
actual numbers. Maybe you deducted too much olitte Then the annual financial
statement won't match the budget, and the boatd®iinhappy.

But now it becomes even more complicated. Non-fgatn apply for a special
deduction of significant size in accordance with Tax Assessment Act, § 8 Aand §
12. 3. If a non-profit has received at least 200adions from 100 people, a fairly
moderate amount, it triggers a large extra VAT a#ida. In 2013, Experimentarium
was able to deduct 959,000 DKK.
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This law was originally thought of as a helping thdo non-profits like the Heart
Association or Doctors Without Borders. It WASNHRotght of as a helping hand
to cultural institutions! A few years ago, onlyefinstitutions knew about this
VAT loophole, but in the last couple of years, thenber has exploded. This is
why the minister of finance in 2014 tried to lirtiie total amount that was availa-
ble. All applicants for the special deduction hadhare 250 million DKK. If this
upper limit hadn't been enforced, Experimentarivould have been able to de-
duct 2,7 million DKK in 2013.

While we are at the complications related to th@ d&ductions from the box office
revenue, | must also mention the acrobatics thstitinions do to lower their VAT in
the investments that are funded by foundations.

None of the Danish foundations like when the regifs of their donations have to
spend a large portion of the donation on VAT. Tlgueent is as follows. The
foundation has received dividends from their stpgifolio, money that has already
been taxed through the corporate tax. Now they tnganoney to a non-profit - for
instance Experimentarium - where they would fumega exhibition. The foundations
support projects that everybody would benefit frédarmally, or naturally, it should

be the Government or the municipalities or theargithat should fund these kind of
public good activities. Now, the foundation hasatalit upon itself to fund the project,
and save the state a large amount of money, andhkestate comes in and wants 25%
of the donation in VAT.

An example: The institution requires more spaceantdernization of the existing
building. X Foundation would like to donate 100 lioih DKK to the new building.
But the foundation would like to avoid VAT. Whateothe institution do? Acrobatics!
The building is transferred to a new real estatagamy. At the same time, the
Institution receives all the shares in the corporatThe corporation’s board can be
picked from the foundation’s board or third paropke if that is desired. The
corporation is VAT liable and all VAT is deductedP6. When the building project is
finished, the institution rents the building frohetcorporation. Of course, VAT has to
be paid of the rent. The Danish Tax Society wiless the VAT and it will typically be
around 10% of the value of the property. After #ang, the corporation is liquidated
and you end up with an approximate 70% saving oh VA

Who gains from this mummery? Accountants and laslyer

43



My recommendation:

(R32) | have a daring suggestion. Make your box affe revenue VAT liable. Then
you avoid all these acts of financial acrobatics Ht takes time and money. It won't
be that much more expensive for the cultural consuaer. It may be a blow for the
lawyers and accountants, but society will learn taope!

4.5 There is a big difference between operations dn
iInvestment.

In section 4.1 and 4.2, | dealt with the operatindget of the cultural institution. |
daringly claimed that it is easier to find fundifog a new institution or the renewal of
an existing institution, than it is to run thattingion afterwards.

After that, | described the challenges in creatifigplance between expenses and
revenue. In short, how do you maximize revenueliamtlexpenses?

Now, I'll look at the challenges that a culturatitution faces when they are looking
for funding for renewal or for a brand new instibut

Almost all cultural institutions must, with varyingtervals, find capital for renewing
their cultural product. It can be a theatre thamvesting in a new play or a museum
presenting a new exhibition. Or Experimentariunt twastantly has to present special
exhibitions to maintain a high number of (re)vissto

Besides the 'product’, the institutions must atswstantly make sure that the physical
framework around the 'products' always lives ufheodemands that the exhibitions
and the audience have. Several Danish museumdaave invest large amounts (up
to 250 million DKK per museum) in technical impronents so that the physical
climate lives up to the international standardafidrshow rooms.

The audience are also demanding more when vistiogtural institution. Many
consumers of culture like to be able to sit dowa mce cafe and enjoy a cup of coffee
or a glass of red wine. And a well assorted shogre/you can buy something to
remember the visit by, and that may further thecatlanal purpose that the institution
IS going for.

And where should the cash for these necessarytmeess come from?

As mentioned before, there are three sources: tipgsurplus, public funding or
donations from foundations or private people.
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When you distinguish between investment and opeyationey, you should be aware
of the “sweetness-scale”.

Funding for daily operations is, in the view of falations and politicians, bitter
money, something to avoid. Foundations cannoteir very nature, commit
themselves for many years into the future. Whatld/dwdo if its own source of
income dwindled? If it has made a commitment fogéars, it would go in the
accounting books as a passive and could make filogo in the negative, which
would in principal mean that the foundations wolbkddissolved.

Investments are sweet money for the foundationse e are talking one-time
investments, and an investment that will help tistitution further in their struggle to
survive.

As mention, the government has become less likelyrid the needed investments of
the cultural institutions. Therefore, the instituts have become more dependent on
support from the large Danish foundations. Is éhgood or a bad development?

Denmark has more large foundations than any othantcy in Europe. My European
colleagues have often been envious of that. Thrererdy relatively few large
European foundations. | can mention the Volkswésg#itung, The Welcome Trust, the
Nuffield Foundation and the Klaus Tschira Stiftung.

In the US, the picture is a bit different. Theradstradition of the government
supporting cultural institutions. Here, the suppantnes in the form of private
donations from people and foundations.

You could say that Denmark is right in the middévieeen the US and the rest of
Europe, in the way that the government is makingefanvestments in cultural
institutions, leaving the financial gap to be fillby the large non-profit foundations.

The number of foundations provides a large basiddoations. All things considered,
this means that the foundations will have a lah@itience on cultural life in Denmark.

There are many that have the view that the fouadstihave too much influence and
are steering the cultural life in a direction tBenes don't really want.

| do not share this fear. On the contrary!
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The large foundations only really started to mddaartmark in the 80's. The Egmont
Foundation played an essential role in the modatioiz of the National Museum. This
was a huge effort that all Danes should be gratefuAs the foundations had more
and more money to donate, the people who hand&eddhations became more and
more professional. To put it straight, the direstand advisors of the foundations
received a lot of applications. Some receive donatand the administrators of the
foundations observe and learn from the successemmtakes that people make.
Today the foundations have many very competenelsatiat know a lot of what there
Is to know about the process of starting or rengwmstitutions.

This knowledge, experience and competence have inhpdssible for the foundations
to help with advice as well, when they decide topgut cultural institution.

The foundations will ask the following significamiestion:

How do you best organize a building constructiomwHio you secure the continued
operation of the institution while rebuilding tak@ace? How should the organization
be restructured in the mean time? How do you rssless a large construction project?
How do you make a trustworthy operating budgetr dlfte opening? How many
visitors should you expect? Have we rememberetthallittle extra things in the
budget that frustrate any financial officer?

When a foundation decides to donate large sumstdtaral institution, you can be
sure that all possible questions and queries hagr posed and answered. The board
and directors of the foundation only have one chaah: that the donations from the
foundation are used optimally in accordance withfhundation's mission statement.
The worst thing that can happen to a foundatiohtieey donate money for a cultural
institution's building project and the constructlmmget was underestimated. When it
Is time for opening day, and the operating incosn@l$o underestimated, the cultural
institution must eventually close down for finariceasons.

We have to go all the way back to the mid-90’see krge public investments in
cultural projects: the expansion of the Nationallésy and the Royal Library. These
investments were made in conjunction with Copenhdugeng the European Cultural
Capital in 1996. The construction of the Royal Tthea Playhouse was only secured
because the A.P. Mgller Foundation donated the®@p&ra. The government had
promised to build the new Playhouse if Maersk dah#te nation an Opera. And the
government even tried to renege from the promisdy @ consistent effort from the
minister, Marianne Jelved, secured the money ®thkatre in the tight State budget.
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If the Danish foundations did not play the rolgpodject advisers and secured the
investments for the projects, the funding wouldénavcome from the State, the
municipalities or the regions. Large-scale pubiiwestments very quickly become
political. When politics enter, reason often leaveghe final days of the state budget
negotiations, there are some easy money availbpbelihave lobbied the party that
secure the final votes to reach the 90 votes napesshe roof of Roskilde Cathedral
was funded this way. There were no cultural pditriorities behind that investment.

If the State should be responsible for the majaritihe cultural investments, the
decision process would be very slow and colouregddyical concerns. | would fear
that there simply wouldn't come enough new larggegots out of the process. France
has its share of large cultural projects that Iitsths and the French nation at large,
benefit greatly from. You could say that all Frempehsidents have their pet project that
the nation and city will later be able to enjoyDanmark, the politicians don't think as
big. Denmark would never have had a new and grpat&if Mr. Mgller had not
supplied the money from the A.P. Mgller Foundatidad the politicians had their say,
we would still experience the operas and balleteenclaustrophobic Old Stage, and
the plays in the almost unusable New Stage.

So how do you get support for your ambitious pliamsenewal and expansion of your
cultural institution? Once when | was giving a legeton fundraising, | wrote the
Seven Rules of Thumb of Fundraising. In short tey

(R33):

Rule 1is the essence in the entire process. A foundao@&sn't donate to a project.
The foundation donates to a person that they angthat gives them confidence that
the project will be a success as promised. As istrather aspects of life, trust and
credibility is alpha and omega in the fundraisimggess.

Rule 2 As mention earlier, it is remarkably easier to fgading for new projects and
for renewal of existing projects that it is to futind daily operations. An application
should, almost, put more emphasis on describingtheviinances will add up later,
then to describe the renewal itself.

Rule 3 Avoid details about the project. Start with a@ysis and start a dialogue with
the foundation. If you have gone too much into ietgou don't leave room for the
foundation to act. And if you yourself change yaund about certain aspects of the
project later, after the donation has been mads, iths too late.
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Rule 4: Aim for donations and NOT sponsorships from comgs Sponsorships
require that the company receives something inmeta this case, visibility. A
donation is given with the simple wish that thejgcts happens, while a sponsorship
has the purpose of branding the sponsor.

Rule 5 Make the application short. Remember Winstonsr€tills wise words when
he had to do a speech on the BBC: ‘ Unfortunateligh't have time to write a short
speech. Therefore you have to listen to me fordmaliour! If you are making a 90
second speech, every word must carry its weiggold.’ The same applies for the
application for a foundation. It has to be shod aancise.

Rule 6 If you apply for funding from several — and velijferent — foundations, then
make sure that the foundations, as much as posaraeredited the same way. It can
be difficult to administer, but it is unfair if afdge foundation ask for, and gets, more
credit that smaller foundations that may have desh&ss in real numbers, but have
donated the same in relative numbers.

Rule 7: Be grateful for the donations. It may sound frttet | have always been happy
when Experimentarium received donations, and | ladways showed that honestly
when | could. You can show your gratitude by alwagdating the donors about the
progress, or the lack of progress, that the prageperiences. Honesty is important.

Balancing between operations and investment:

Any building with eventually fall if it is not matained. No rational person would not
send their car to its scheduled visits to the stramot carry out the repairs needed. But
when it comes to their properties, not all cultungtitutions think that way.

Some cultural institutions try to save money onigapent — and building maintenance.
But it is an expensive way to save money. If yaltéado the required maintenance, it
will be more expensive in the long run as yeamseaflect can cause more expensive
damages. You may hope that the state, or a fourgatill come to the rescue and
help with renovations. But a lot of foundations \Weboot consider that money well
spent and it would be a donation that would be baskcure.

(R34) Make sure there is a consistent maintenancé louildings and equipment.
Otherwise, the institution can find itself in realfinancial problems when the
eventual expensive repair needs come.
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5. Cultural institutions in a socio (economic) perngective.

In Section 3, | discussed the human side of then@llinstitutions: How to organize
the institutions? Who will lead them? What type®woiployees must one employ?
Who makes the important decisions?

Then, in Section 4, | discussed the economic didleeocultural institutions: How
does one ensure operational and financial baladog?can one optimize revenue?
How does one limit costs - without compromising wie institution can offer to its
audience? How does one ensure the financing afébessary, ongoing investments?

In this section, | turn my attention to the roldtaral institutions play in a societal
perspective.

5.1 It is difficult to quantify the value or utilit y of cultural
institutions.

Cultural institutions differ from "normal" manufaectng and trading companies in
areas other than the institution's tasks and ozgtion.The difference lies mainly in
how difficult it is to measure the value of cultueaterprises.

Business organizations are formed to ultimatelpie@rofit for the owners. There is
nothing wrong with that. But cultural institutioase established with other purposes.
The difference between cultural institutions aneltlermal production and trading
companies consists primarily in that it is far mdikécult - if not impossible - to
guantify the usefulness of the cultural enterprises

The fact that the value of cultural activities iffidult to quantify is experienced very
often in political debates. In November 2014, pabins discussed whether to
dissolve - or preserve - the publically funded BariNational Chamber Orchestra.
What is the utility of the fact that Denmark has@umchestra? It is not something one
can easily calculate. It must ultimately be a jpxditdecision.

Another example is the Danish School Museum, whathto close in 2008 because
two sponsors stopped their contributions to theauass operation and because the
state would not increase its annual contributio.8fmillion DKK. Thus, politicians
estimated that the utility of the Danish School s was not large enough to war-
rant the increase in annual contribution needeth®museum to continue. Similarly,
the Danish Road and Bridge Museum had to closaiguat 2012, only 14 months
after the museum's inauguration.
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Mind you, the decision to no longer provide supportthe institutions in question
was not because of dissatisfaction with the musework. The two museums
closed, not because the institutions are not "ded the goods”, but solely due to
decisions by the sponsors and the state respsctivel

But these three cases described are - in my vixgeptions to the rule. When a
cultural institution has been incorporated into pélic’s awareness (i.e. when the
institution has achieved a sufficiently large brauoglity), it takes a-lot for politicians
to end the life of such a long-existing culturadtitution.

From a Darwinian point of view, it is dangerous twbe able to assess the
usefulness of a cultural institution, becausehafigs being equal, this will result in
existing cultural institutions surviving due tradit and inertia, even though their
usefulness has diminished. A cultural institutiaiep in utility may, for example, be
due to poor management or because there is norlangged for the institution’s
cultural products, e.g. interest can be signifigargduced due to changes in people's
habits and attitudes. The inertia or sluggishnesslting from man's innate
contentment with the familiar and the traditionfieo leads to the fact that in the
world of museums, it is not "survival of the fitt¢dut rather "survival of the
existing institution". In a manufacturing or tragibusiness, Darwin's law applies
unerringly: If the company does not generate prifrhust close. But a cultural
activity can actually live for many years unnoticedathout delivering the value that
were originally expected by the institution; simply because it is not possible to
calculate its value based on a formula.

In the same way - as decaying cultural institutisuns/ive longer than they should -
the new cultural institutions will find it diffictito justify their existence, thus finding
it difficult to be conceived and get started.

For example, it may be difficult to argue for theetulness of a cultural institution
like Experimentarium, which aims to increase publterest in science and
technology. What good does Denmark gain from atitini®n that gets about
340,000 guests every year to spend an averagbairé with the many experiments
in the exhibitions?

Experimentarium claims that the visitor would thmtome interested in learning
more about science and technology. | usually satydbr visitors should come to
Experimentarium with some questions and leave Exgertarium with even more
guestions! Experimentarium also claims that thisosity will cause more students to
choose an education in science and technologyylopimion, to believe in the
usefulness of this business, one has to be — indbiesense of the wordwlling to
take risks. This means that there is a need for risk capitedn new cultural
institutions are to be established.
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This is very rarely experienced in public agend®scontrast, the Danish philan-
thropic foundations are willing to take this rigkdatherefore, these Danish founda-
tions are obtaining a growing "market share" indreation of new Danish, cultural
initiatives. Over the last few years, we have wssedl the start of Danfoss Universe,
Den Bla Planet (National Aquarium Denmark), M/S Mare Museum of Denmark
and Moesgaard Museum — all institutions which Hasxen established largely with-
out public funds.

As mentioned, businesses have — for the most padnetary profit as the yardstick
for the determination of their usefulness. Darwmgpplies here. If a company
cannot generate profits for its owners, the commhey. However, many large
Danish companies have decided to create batéerds because through a strong
"corporate brand," a company can differentiatdfifsem competitors, and thereby
create greater sales and a better financial bdttemEfforts are concentrated in the
corporate CSR strategy (Corporate Social Respaditgipwhere the individual
company recognizes its social responsibility arapsi its policies, such that the
company assumes increasing social and/or enviratainesponsibility. This could
be about reducing pollution or the employment giraptices and employees from
the inclusive labor market. In this way, one cantbat businesses are starting to
work with a double or triple bottom line, thus endieng the concept of "value of a
company".

Businesses do this - as | said - to strengthen hand In this context, it is
important to note that it is ultimately, the congrrwho - through thbrand image
which the consumer creates of the company - wdldkewhether to buy the
company's products or not.

The same mechanism dasst apply to cultural institutions. Here, it is notth
individual consumer who decides how much beneéythelieve a company
provides. The usefulness of a cultural instituan ultimately indeed be of national
and historic significance. Here are the questibas are hard to answer: What is the
importance of the fact that Denmark has a roydebBalWhat is the usefulness of the
National Museum's work? Should the National Museximbit one hash stall from
Christiania, to properly be able to tell the higtof Denmark? Here the individual
person cannot contribute his/her own evaluationsefulness.

A business’ utility is settled by the individualrsumer because consumers "vote
with their feet" and either buy the company's pagu or do not. This choice of
buying or not may ultimately be boiled down to fhet that it is the "brand image"
individual consumers have of the company that matte
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The utility of cultural enterprises is calculatedviery different fora and with very
different yardsticks as tools. Hence, some cultcoahpanies live longer than they
actually should and some cultural enterprises ngeerthe light of day even though
they would contribute greatly to the Danish society

(R35) I hereby call for the universities to estabh research that can dig deeper
into how one may calculate the usefulness of a cuttl institution.

And how should universities go about trying to meadhe utility of cultural
institutions? An important parameter should bewhat extent does the cultural
institution actuallytransformits visitors - in the sense that visitors leave th
institution with new knowledge, a new attitude loe tike. Does the cultural
institution actually increase the cultural wealthlee region? Does institution
contribute towards creating whole people? The pddss for calculating utility are
many. One just has to get started with the analydagbe it will even prove that our
society ought to want far more cultural institusahan we currently enjoy?

5.2 What good will it bring??

Has Danish society benefited from its many cultursfitutions? In Hgrup words,
one may ask: What good will it bring?

Professor Christian Wichmann Matthiessen soughthswer this question in his
thesis: "Cultural Institutions and Value Creatiofiepenhagen Perspectives"”. What
kind of value do the capital’s cultural instituteooreate? Wichmann Matthiessen's
answer boils down to one sentence: Cultural irtgtihs create far more value than
politicians and scientists realize. Cultural indiins create far more meaningful
workplaces than realized. Workplaces that - mingl yyoannot be outsourced to
Poland, Ukraine and Bangladesh with the strok@efdirector’s pen. Cultural
Institutions creates far more real income thanzedl not only income from the
entrance fee, but also from the restaurants, yetallishing, rights, consultation,
training, knowledge creation, etc. Finally, culfurestitutions generate foreign
currency to an extent that no one gives them cfediOf the 120,000 annual visitors
to Denmark’s Design Museum, more than 60% aredoess. And in 2013, 24% of
Experimentarium’s visitors were foreigners who cimited to more than 30% of the
total entrance fee revenue of 24 million kroner.
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Cultural institutions creates many jobs and a l@genomy:

Million DKK (2015) National Museum National Galleof Art
Own resources 107 35

Grants 225 82

Total income 332 117

Expenses 327 122

Result of normal 5 -5

operations

Employees (number) 468 122

Payroll 194 53

State subsidies for these two national culturdltutgons total approximately 300
million DKK, but the grants provides work for peepkceiving approximately 250
million DKK in wages, half of which is paid back the form of taxes and VAT.

There is a proverb: "Man cannot live by cuttingreather down!" But the saying is
not true! If Experimentarium has had 7 million DKiiKrevenue from international
tourists, this revenue should be considered adlgguaod and "proper" as
Carlsberg's 7 million DKK income from the sale efl and soft drinks in Mongolia.
The cultural institutions value creation is just@al and effective as regular business
revenue. However, the problem is that not manysi@eimakers and opinion leaders
attach importance to the cultural institutions’ eocmic dimension. How many are
aware that the National Museum employs 600 peapdehas a turnover 330 million
DKK annually? Someone will immediately object: "Yésit they are all paid by the
state, so it is not honestly earned money." Buy @OP6 of the National Museum's
revenues are subsidies from the state. The regtriaede revenues.

Private income includes not only a café and a shopalso considerable research
that continually creates new knowledge about ost.gand when state, foundations
and the EU funds research, it is actually buyirggghoduction of new knowledge that
can benefit public interest.

(R36) Wichmann Matthiessen's conclusion is clear: @tural institutions
contribute to society to an extent that no decisiomaker or opinion leader gives
them credit for. In short: Cultural institutions ar e from a purely economic point
of view a plus for both gross domestic product, emipyment and balance of
payments.
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Let us consider a cultural institution as an island look at how much money comes
to the island from the "public" and how much motiey island sends back to the
"public”. The reader might be surprised: much nmaoney is sent back to the public,
than the cultural institution receives from the leldMORE money is sent back to
the public, than the cultural institution receivesfrom the public!

Expenses and revenues seen in the public eye:

Million DKK Experimentarium Land of Legends
(2013) (2015)
Income tax, gross tax, etc. 19.2 4.2
Net VAT 0.4 0.2
Energy tax 0.7 0.2
Payment TO the public 20.3 4.6
Operating grants 3.9 7.9
Special project grants 4.7 0
Reimbursement for 2.5 2.5
flexjobs
Reimbursement for sick 0.8 0.1
leave
Payments FROM the 11.8 10.5
public
The public PROFIT 8.5 -5.9

As you can see, Experimentarium had a net conioibwid the public of no less than
8.5 million DKK, while the grants for the operatiohthe Land of Legends was so
large that it did not have a net contribution te gublic, receiving instead a net
subsidy of 5.9 million from the public.

BUT if you now include the dynamic effects of thdtaral institution's economic
impact on the community, one arrives at the faat the Land of Legends is actually
a positive contributor to the public coffers. Ngures are available for
Experimentarium, but there are numbers for the Lafricegends and GeoCenter
Mgns Klint.
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Derived financial contributions to the community:

Land of Legends Geocenter Mgns Klint
Number of visitors 58,142 64,827
Tourism turnover, 21.1 14.7
Million DKK
(Of which in the local 10.5 11.3
Area)
Created jobs 27 19
Contribution to the public 7.4 5.2
from these workplaces
Million DKK

Source: Annual Report 2015 for the Land of Legemdsreport from Manto (July
2016) regarding Geocenter Mgns Klint: “Geocenterd&lint is a regional
economic beacon for Vordingborg Municipality”.

Thus, the Land of Legends contributes 7.4 millianus 5.9 million DKK,
corresponding to a positive contribution to thelfubf 1.5 million DKK. Land of
Legends has its own income of approximately 55%aakently, it is a rule of thumb
that a cultural institution that has its own incoafi@bout 50% contributes positively
to the public coffers.

Before, we looked at the National Museum's accodiiiss great cultural institution
that has 12 geographically dispersed museums atres®untry, has its own income
of "only" 30%. This is due to a lesser extent tnail 2015, there were no entry fees.

| estimate that their income with entrance feesld/mcrease to around 35%. But
this relatively low earnings is due, of coursethte fact that the National Museum has
a very extensive conservation and research projgctsally totaling approximately
115 million kr. Thus, the National Museum contrisito a very large portion of
public utility, which is not recorded in the finaakaccounts.

(R37) Also, Wichmann Matthiessen made this calculain. The result is

surprising: If Experimentarium did not exist, Denmark’s GDP would be 8
million kroners less than it is at this point!
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An American study conducted by The American Alliamé Museums estimates that
the museums in the United States contribute 2ibbillSD to the country's economy
- and this contribution is for the most part indbareas. Museum visitors stay longer
in the area and spend more on purchases outsigeuseum. (Http://www.aam-
us.org/advocacy/resources/economic-impact-statgment

This evidence of the socio-economic usefulnesailbfial institutions resulta in one
main conclusion:

(R38) Cultural institutions are worth it - also ecanomically!

This is not a trivial conclusion. In the next sentil will look into my crystal ball and
try to describe the future of the people who artuftate enough to be born in, or
have emigrated to, the rich part of planet Eartte finost important consumer goods
in future society will becultural consumptionSo it's good that cultural production
creates both good employment and makes a signifozariribution to the gross
domestic product, in addition to the quantifiabf@hcial contribution - although
most cultural institutions receive state subsidieSpayment” for the immeasurable
value the institution contributes to society.

To the above, one must add all the non-measurablgiloutions that institutions
contribute: creation of new knowledge, educaticaintng, heritage conservation,
etc. In addition to these immeasurable benefitgrit to highlight the good ability of
cultural institutions to employ people from thecaled "flexible labor market". |
have knowledge of the institutions' good abilitgéese | have experienced it
firsthand in Experimentarium. During my time asedtor, every sixth employee was
from the inclusive labor market.

| am referring to people with cerebral palsy, whhalr users, the visually impaired,
mentally vulnerable people, addicts, etc. Thesel@ypps made a great effort
Experimentarium and always showed great respoitgibiid gratitude for the work.
In this way, many cultural institutions undertaksoamial responsibility that other
businesses — who focus on the bottom line — pertiap®t assume to the same
degree. There are however very good exception®, Hearnsh to highlight the
iImpressive work Grundfos is doing to employ pedpen the inclusive labor market.

There is certainly a work potential in persons fitv@ inclusive labor market. Many

people here will rise to the occasion if they weffered "real" jobs and thus
effectively contribute to the economy.
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Generally, it is very difficult to pinpoint the m&arable impact of cultural institutions
on human behavior, wellbeing, attitudes, etc. Qsiitgply because it is difficult to
carry out statistically reliable measurements tlaat isolate the effect of a museum
visit — in relation to the thousands of other ditwas that can affect a person's
attitude, etc.

However, there are nevertheless measurements iimgi¢hat cultural institutions
affect human wellbeing.

A study at the Norwegian Technical University imidheim
(http://healthland.time.com/2011/05/24/for-men-gdmdlth-may-be-found-at-the-
museum/) showed that men participating in cultadivities (e.g. in the form of a
visit to a museum) have better health with lesssstand less depression.

A study conducted by Jan Packer from the Califof@ademy of Science
(http://onlinelibrary.wiley.com/doi/10.1111/}.2153852.2008.tb00293.x/abstract)
showed that museums represent a restorative envenat) where people suffering
from stress could restore their mental balance.

A study at the London School of Economics reveébad a cultural experience is
perceived as positively as a salary increase @15\8SD and is just as positive as
physical activity!

| would venture to assert that regions with highural wealth in the form of many
museums etc. have fewer crimes (than average),lfegy@er people who live longer
and suffer less from stress and depression. Regithdigh cultural wealth have
fewer unemployed, are more open to change and fnputthe outside (innovations,
migrants etc.) and live longer.

A region with many cultural institutions may bed# have high cultural wealth.
Richard Florida described these cities with highural wealth as a magnet for "The
Creative Class". A region with high cultural prospewill — all else being equal -
attract more new businesses; simply because that’s where "it's happening" and where
young, creative people will move and work. BerBraigood example of this
development. Because of the cultural struggle betviest Berlin and East Berlin,
one experienced iDie Wenddg“The Turnaround”) in 1989, a city with 4 million
inhabitants and a cultural wealth, perhaps secahdto Washington DC. Berlin has
- still - four operas and &@ie Museumsinsdthe museum complex) one can
experience an abundance of museums. Berlin wandleting place for the creative
forces in Europe!

| will argue that a city with many museums - andstlwith a high cultural wealth -
attracts many new businesses. It contributes gremtioth the public and private
economy.
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All that | can claim, but | cannot prove my claitmscause it will require a research
budget as high as a tower to conduct the analyseded to refute or substantiate
these hypotheses.

(R39) I will end this section with a call to the Mnistry of Culture to launch a
research project that tries to investigate as muchs possible the impact a
region's cultural wealth has on the region's welfag in all socially relevant
contexts.

Thus encouraged, | will tell the reader what | ben | look into the crystal ball and
ask: How will society develop in the coming decades

6. Cultural institutions in the future.

6.1 The Culture Society.

Futurists have spent much energy on trying to ndm@eociety in which we humans
are entering. No, actually, a society we have direduck our heads deep into -
driven by the rapid developments in the IT fieldtfe researchers have been very
imaginative: he Dream SocietyT society Knowledge Society

| name this future society that we Westerners atermg: The CULTURE SOCIETY.

Why call our future the Cultural Society? Becauseroduct we humans will
consume most in about just a few years will bet@al Goods.

Pine & Gilmore wrote a seminal article in 1997: 'Iédame to the Experience
Economy,” which describes how we Westerners withaled more and more
experience products. In 1997, their message waseriences are "the new black".
Two years later - in 1999 - Pine & Gilmore issuled book "The Experience
Economy"”, where they used the first 180 pagesue gidetailed account of the
views they put forward in the article from 1997 tButhe book from 1999, on page
181, Pine & Gilmore showed that they have growrewver the two years that had
passed from 1997 to 1999. There is a "product'fferiag which is much more
valuable than an experience. A product which isulbienate product that a company
can offer to man, namelyteansforming experience which the people become a
new and - in their own perception — a better peedter having consumed the
transformational offering.
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What Pine & Gilmore - somewhat reluctantly - reatlas that if you can sell a
product - a transformational experience - to a hub®ng, and if this person after
consuming the product becomes a new and - in hisey@s -a better person; well,
there is actually no limit to how happy this persah be for the product. And how
much this person will be willing to pay for the @ee.

Transformative experiences will be the most sotatlpct in the future!

Let me give some examples of significant transfdiveaexperiences: Watching a
theatrical performance that one never forgets. E@peing a landscape (e.g. Grand
Canyon) that changes one’s opinion of what théhezam offer. Watching a movie
that forever changes one’s view of e.g., lovegsls, accidents, etc. Receiving
teaching that suddenly helps one master a subjectamguage, that one never could
before. Receiving a religious experience that goses faith in something new, e.g.
belief in life after death. Experiencing a musiocabn opera, which opens one’s eyes
to the dramatic in our existence.

It is clear, that the “products” of cultural institons are transformative experiences.
In any case, the aim for almost every culturalitagon is to offer transformative
experiences, with the result that the consumessritesomething. Or to put it
bluntly: that the visitors’ brains have more onithard drive when they go home,
compared to when they entered the cultural inghitut

| usually put it this way: Experimentarium visit@ase welcomes to come into the
science center with a lot of questions, but thegtneave Experimentarium with
even more questions because Experimentarium shaake the visitor curious and
interested in learning more about science and t@ogw. In short, we must transform
our visitors, so they become more curious andested in learning more about
science and technology.

It is therefore not the cultural institutions’ elsltions and performances that is the
actual product. It is culture consumer, which s pinoduct.

Or as Pine & Gilmore so strongly state: "The cusiom the product”!
Why would we Westerners become consumers of culutiee future?

Because we will get more and more time to oursél8exe we homo sapiens ate the
apples from the tree of knowledge and were expéttad the Garden of Eden (about
130,000 years ago, when we left Africa due to der@hange), we have developed
technology that has always made it easier andraasseirvive and reproduce
ourselves. We humans have figuratively worked oay wp Maslow's Hierarchy of
Needs using technology.
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With the introduction of computer technology in thelst of World War 1l (thanks to
Alan Touring's computer which decoded the Germangima program), there has
been a development in information technology thatparalleled in human history.
Especially the development in IT has pushed matilyap the Maslow's pyramid.
We are developing robots that can perform the texjicepetitive work that we
humans are tired of having to perform. Therefore will have more and more
leisure time. The robots will do the work for ugsthe future, at least all of the work
that can be digitalized. And if you think abouttite majority of the work we do
today that can be performed by robots: bankingirarsce, manufacturing machines,
agricultural, postal, transport etc.

A dogma | will point out is: All work that can begitalized will be digitalized. So
eventually, all work that can be boiled down toozseaind ones will be performed by
robots.

Today, we - roughly speaking - use 37 hours of tonieproduce ourselves. In a few
years, we may only spend 15 hours a week in ooderdroduce ourselves.

2,400 years ago, the Greek city-states createdcaedibly beautiful culture. What
was it that allowed the Greeks to create such ndiure, which Europe has admired
ever since? The reason was that the Greeks haty plesiaves. It was the Greek
slaves who performed most of the dreary work, wihieeGreeks could sleep late in
the morning (which Socrates did much to Xantipgé&agrin!). After a good night's
sleep, the Greeks could then go down to the agataigeate culture of a quality that
was not previously seen in history!

Robots are today's "slaves".

One can then - a little fearfully, ask oneself: Wétzould we do with all this free
time????

We humans will spend most of our waking time tryiogealize ourselves! Sgren
Kierkegaard described how humankind must seekatm [ know them selves - to
look into our inner "I" - and then choose ourselgegsry time we humans face an
important choice. In the spirit of Sgren Kierkeghave humans will seek to realize
ourselves by constantly seeking transformative egpees, all of which brings us a
step closer to our self-realization.

And who is it that can help people experience fansative experiences that brings
them closer to self-realization? Cultural instibunts!
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Therefore, | believe that there will be a growireged for cultural institutions and
cultural institutions will therefore grow in numband size.

(R40). Summary: Technology will result in the facthat we humans will be able
to use the majority of our time here on Earth to ralize ourselves. The self-
realization process involves seeking transformativexperiences that will bring a
person one step closer to "the inner self". Culturéinstitutions can offer these
transformative experiences and will therefore expaence a growing demand.

6.2 The Individual Exhibition.

Developments in IT will inevitably mean an upheavfihe way cultural institutions
function.

The worst case scenario is a Matrix-like world veheverything we "experience" are
sensations that are introduced directly into oam® while we are figuratively hung
up like chickens - on the way to slaughter.

It will, of course, not go so badly. But peoplelvnicreasingly make use of digital
information to cope in everyday life.

One can use the image that a digital sphere wiktldp between the individual and
the real world. | usually claim - provocativelyhat "man did not get two eyes to
perceive the wodl stereoscopically; no, we have developed two eyes so that one eye
can always be directed online (on the Internet)leanthe other eye — in spite of it all -
will continue to be directed towards the physicaki "!

Cultural institutions must adapt to this tri-paind: people, the digital realm and the
physical world.

In the years ahead, ever-increasing amounts ofvditae stored up in the "cloud”
that will grow tremendously in scope and influentleree groups of data types will
be built: "The Internet of Things", "The InterndtQervices" and "The Internet of
People". These three data groups will increasingbperate and benefit from
information sharing. The Internet of Things knowsmgthing about all products.
How the product looks like, what the product caovpde, where the product is
located, what product costs, etc.

The Internet of Services knows all about the ses/ibat can be granted to us

humans. Transport services, monetary transactmeemmodation, hairdressers,
beauty treatments, hospitals, etc.
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And The Internet of People contains, of courseyrimfation on the planet’s 7 billion
inhabitants: how they live, what they consume, whay own, etc.

This development - which is going on right now ardws — is called The Fourth
Industrial Revolution.

The more products to choose from, the better Itlvalfor us humans. The more
services offered, the better it will be for us humsa

As a customer, | order a product. | order the pebdia "The Internet of Things”,
where | can pick and choose from dozens of highidyyaroducts that are presented
in 3D with all sorts of technical information. ltgle goods transported via "The
Internet of Services" (where drones will play aore@asing role) and the cloud
obviously knows my address, so the goods are toatespto the right place.
Eventually, you will bill me for the purchase amoura "The Internet of Services".

What is interesting is that the more data is stangtle cloud (whether it be about
things, services or people), the more the commaouefiis of the cloud will grow. You
can use the physical expression that the moreislatared in the cloud, the stronger
the cloud becomes as a magnet to attracts evendatagbecause it then becomes
even more advantageous for all parties to havesthdditional data in the cloud.

Cultural institutions must also ensure a presencenithe cloud (in "The Internet
of Services").

The communication of cultural institutions will nayge two arenas: the traditional
arena, which consists of the institution's exhilms, theater, film, music etc., and the
new main task of cultural institutions: ensuringittdigital presence in "The Internet
of Services". The cultural institutions digital repentation will grow in volume in
the coming years. Institutions must be availabl¢hamr own websites and on all
social media. Internally, the task of building andintaining the institution's digital
presence must grow and be put in the hands ofwgigganumber of employees.
Today, communication via social media is mainlynirthe institution to the
individual "customer". But in the future, more amdre employees will be involved
In communication on the social media, so that enadly; it will be a "person-to-
person" communication and not a "business-to-pérsmmmunication.

With a presence on social media (and thus on "mtegriet of Services") of high
guality and high quantity, the cultural institutiaul| better be able to meet its
mission statement; simply because it will have access to a larger audience than its
physical presence can accommodate.
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This comprehensive digital presence will — in addito strengthening achievement
of purpose — also enhances marketing of the cliinsatution. | usually put it in this
way: (R41) "The digital dissemination of cultural contert should also promote
marketing." So securing a significant digital presence is @win situation!

Word-of-mouth is one of the most powerful marketiagls. A cultural institution

will have a major advantage from the emergencedilague between "customers”
in the data cloud around the cultural instituti@me can describe the historical
development of the communication between an irngiritand the customers in this
way: First, there wasne-waycommunication from the institution to customerg(e
via the institution's website). The next phase thas more and more institutions
created alialoguein which customers could ask questions and makevemnts
(reviews of) their experiences during the visithef institution. And the last phase of
this development is that the institution createsmmunity where customers begin
to communicate with each other - without the ingtin having control over the
communication. In this community, customers camm@nend visiting the institution
or give advice that can strengthen the institusienltural offeringsdo-creatior).

(R41). | recommend that individual cultural institutions build a digital

community around them, where interested customers can obtainformation
about the institution's cultural offerings, can expess how they have experienced
the institution's cultural offerings (word-of-mouth ) and make suggestions on
how the cultural institution can strengthen its cutural offerings (co-creation).

Most cultural institutions have membership clubgnwership offers free entrance
and special events, such as lectures or premiésd®ws and films, etc. In the
future, such membership clubs should also havgitatdimension. When signing
up for the club, the member should have a passpmateécted personal site. Every
time the member visits the institution, the siteldd cache the data gathered at the
visit so the member can go back and see what tideyadd what results they got.

In the case of Experimentarium’s digital membersiiip, the member will be asked
if they want to create the personal site. The akbrbwill asks a series of question,
about personal data, background, behavior and sodhat the exhibition can make
a profile of the member. When done, the exhibitan come with suggestions to the
member as to which exhibits they should try.

Communication between the visitor and the exhihitakes place via the visitor’s
phone. Every time the visitor visits an exhibiigihves a digital trace that is cached at
the personal site.

Each time the visitor tries out an experiment, ébgrleaving a digital trail, this will
be stored on the visitor’s 'Experimentarium’ weksiVhen the visitor is back home,
they can go log onto their "Experimentarium.welisated relive parts of the visit to
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Experimentarium. For example, the infrared image tias taken of your body, or
the image of your face where the computer insetdytiadded 30 years to your face!
Or information about your reaction times to lightsound!

Eight months later, the same visitor returns todfxpentarium (because there is a
new exhibition on the poster). Already at that tinveen the visitor is walking down
Tuborg Boulevard, the "exhibition" welcomes thateisto Experimentarium and
informs about the new activities that Experimentarihas to offer in relation to the
last visit. Also, "Today's Program" will be commaaied to the visitor. When the
visitor stands in the main hall, the "exhibitionlllwecommend what the visitor
should try.

At each visit, the "exhibition" builds a growingdwledge of the visitor's interests
and level of knowledge. This makes the "exhibitibetter able to recommend
activities. Finally, "The exhibition" will challerggthe visitor with tasks to be reported
back on. Once the visitor has solved a number alleiging tasks, the "exhibition"
presents the visitors with a trophy that can b&gaaup in the store for free.

To create new challenges for the visitor, the "bitloin" can also randomly suggest
surprising experiences. This will make sure thatwisitor does not get tangled in his
own pattern of interests and in this way, not gptit for new horizons.

By building up a group of perhaps 100,000 faitiwisitors through an
"Experimentarium website”, Experimentarium will fa& more capable of fulfilling
its mission statement!

Henry Ford said in 1910 the famous words: "A cugiooan have a car painted any
color he wants - as long as it's black". When Héford said that, it was simply
because he knew that man has individual requiresvaard therefore wants to be
treated individually. With "The Individual Exhiban," Experimentarium will be able
to provide its loyal customers individualized treant in the future! If Henry Ford
were alive today, he would be able to come up witlew quote: "A customer can get
any kind of car he wants." Because the robotshweilable to put together the car
based on the customer's individual requirements.

(R42) | recommend that all cultural institutions build a digital relationship
between the frequent visitors and the institutionwhere through an ongoing
dialogue, great knowledge is built up of the custoar, so that the institution can
tailor an individual experience for the customer Ailled with surprises,
challenges and social experiences.
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6.3 Das Gesamtkunstwerk Concept (The “total work o&rt”
concept).

The last question | would like to raise is: Howlwlie content in the cultural
institutions' exhibitions develop?

| will return to Pine & Gilmore's description ofdhliransformative experience. To
maximize the chance of an experience being tramsfove, it has to have certain
properties. Pine & Gilmore mentions that the exgrare should be educational,
entertaining, aesthetic and escapist. If you ale @bcompose an experience that
encompasses all these properties, you have h8wleet Spot, where the audience
gets a moving, intense, catching experience.

Pine & Gilmore also point to the fact that culturadtitutions should think of the 4
S's: Sacrifice, Satisfaction, Surprise and Suspense

1) Make sure the audience is Satisfied. Alwayswilivhat the customer expects.

i) Make sure the audience doesn't sacrifice toahmiake sure everything is
functioning. Information should be readily avaikabl' he modern cultural consumer
Is spoiled and doesn't expect to ‘'work for it' whiesiting a cultural institution.

lii) Make sure that the audience experiences ari&erpCultural consumers love
surprises.

iv) Make sure to build up a sense of Suspensedardp convince the audience to
visit again.

Also, by following the 4 S's, the possibility of kiag the experience transformative
Is also increased.

Michael Kubovy has written a captivating articlelwihe title, ‘On the Pleasures of
the Mind'. How do you compose an experience thetfes the audience? Itis a
sympathetic ambition. Kubovy provides evidence thgbod story (experience)
should have several highlights and end on a pesitote. Hollywood has certainly
gotten that message. He also states that you baddtone or more surprises in the
experience. We love surprises but we would alsstickunderstand what is behind
the surprise.

After that, Kubovy mentions the four emotions tadtuman has to experience in
order to be satisfied:
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Curiosity: There has to be something surprisingigsterious that stimulates the cu-
riosity. Humans, and most other animals as wedl ,eattremely curious. If you place a
baby that has just learned to crawl in an emptyreoth an open door, the baby will
quickly go and see what is on the outside. So thesity of the audience has to be
activated by the surprise of mystery.

Virtuosity: The audience should have the chan@®lee a problem that they may not
have thought that they could. They should get‘tfed | can’ feeling.

The Mentor Role: Nothing is as nice as being abkexplain to another person how
things function.

Social Situations: Let the visitors meet othertei® and experience the cultural
institution as a temporary community.

Mihaly Csikszentmihalyi has described the concéioav where the audience is
pulled 100% into the experience and forgets thawosindings to focus on it. | have
taught these things at the Copenhagen Busines®ISaid have often thought of
how Experimentarium could make their exhibitiongtsey followed the advice from
Pine & Gilmore, Kubovy and Csikszentmihalyi.

At the same time, | saw a development in the ekbiis of the cultural institutions.

Experimentarium introduced that concept of “HandsMinds-on” experiences in
1988. It didn't take long for the other institutsoto copy that concept and add some
interactive experiences to their normal exhibitioftse Zoo and the Aquarium now
have interactive exhibitions that enrich the exgrece of fauna and flora that the
audience can get there.

Furthermore, the last couple of years has seentaresting development where the
institutions borrow concepts from each other. Tibals opened a large aquarium.
The Zoo has started opening at nights during thaser, and Tivoli has started have
concerts on Friday, to compete with the traditionakic venues.

The mix of many different elements of experientesyowed from various other
Institutions, has led me to define the Concept @s&ntkunstwerk. Basically, it
means that Experimentarium should look to all amlleagues in the world of culture
and borrow experiences where it makes sense. Expetarium’s exhibitions should
contain living animals and artifacts of historicalscientific relevance. They should
also contain art and be entertaining to peopleleane a smile on their faces. Music
can also be used to heighten the experience in sages.
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In the same way, the traditional cultural instibat can borrow from each other. For
example, The National Museum of Art, Louisiana #m&Arc can feature a

lie detector in their entrance hall. The device soees the current in the body, and by
showing the audience the images of 20 art piebasntachine can measure where
that member of the audience can get the best exueri That is one way to borrow
something that could enhance the experience foaukdesnce.

(R43) | recommend that cultural institutions work together and start borrowing
ideas and material things, sharing experiences aridarning from each other
about how to best use the 'tricks' that will captue the attention of the audience.
That is the way to achieve the highest goal of thestitution, that the audience
becomes transformed.
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7. Concluding remarks.

With this small book, | hope to share some of tkigeeience | have gathered over my
28 years at Experimentarium.

My conclusion is positive, also because | have gbd@een an optimistic person.

Cultural institutions contribute a great deal te #tonomy as a whole. They create
useful knowledge and educate the people. Theyeeeaiting job opportunities that
cannot be exported to Asia. The politicians andoheple at large do not realize the
value that the cultural institutions create becauseoften hard to quantify.

Cultural institutions give so much to society, pat culturally but also economically,
that | dare conclude: cultural institutions payiofthe long run, also economically.

Managing cultural institutions is challenging besaut is difficult to quantify their
purpose and goal. But in many ways, cultural ingtnhs should be developed and

run in the same ways as profit-oriented compamesRevenue has to be secured and
expenses have to be limited where possible. A.HelMased to say that mistakes can
be avoided by thinking ahead. That is very muchcteee for cultural institutions as
well.

Looking optimistically in the crystal ball, | seleatt humans will have more leisure
time as robots take over more and more of our wddw we have more time for
ourselves and for self-realization like maybe dhly Greeks of 400 BC had. And on
this journey of self-realization, the Cultural ltistions will gladly help.

Cultural institutions will be a larger part of humife. Therefore, it is important that
they are run competently and professionally.

Asger Hgeg

Ps: Many thanks to Per Kristian Madsen and Mark&kegers for reading and
commenting on the manuscript.

Also, warm thanks to Nikolaj Tetens Hgeg and Bayellim, who translated the
Danish text into English.
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