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communities. Do we as a society value this role and if we do, how do we ensure
that these organizations are adequately funded? Does the government have a
role in sustaining the arts or is it up to each community to rally around the
organizations they “value”. If this is the solution, will some of the less popular
organizations fall by the wayside? Popularity alone discounts the artistic and
cultural value that cannot be measured in commercial terms alone.
Decreasing government support must be countered by increasing levels of
community support, whether that be audience numbers or private and
corporate donations, if the arts are to survive. But the concern is that this
trend may heighten the push for popularity and artistic quality may suffer.

I address whether or not all communities should be ensured a certain
level of artistic activity, even though the size of the population may prohibit
this from a financial vantage point. For example, does Hamilton, as a medium
sized community, ‘deserve’ the level of artist activity it has enjoyed in the past,
even though it may not be large enough to sustain that level of activity. For
instance, if a community cannot financially support more than one or two arts
organizations, should the government pay for extra arts activity? Are these
organizations still relevant to the community of Hamilton? What does it mean
to a community to have a professional orchestra, a professional theatre?

What solutions exist for providing a financial basis for arts organizations
to carry on? The tobacco sponsorship question is a hot topic among most arts
organizations, many of whom owe much of their sponsorship dollars to tobacco

companies. Because of the already limited advertising venues open to tobacco
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documentary programme was aired on February 26, 1997; the second
programme aired on March 12, 1997 and the third programme aired on March

26, 1997. All broadcasts were commercial free
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the new building meant that the previous grant they received from the city to

offset the rent charges of their former facility was discontinued.

Initially, they managed to secure a $105,000 operating grant from the
region but as the changing economy dictated funding cut backs, the operating
grant was marginally decreased. Howeuver, more seriously, the property tax
assessment went up in one year from $62,000 to $150,000. Theatre Aquarius

quite simply could not keep up. Max Reimer:

[Reimer] Every single theatre and I mean every one, not some, not
most: all theaters in Canada have either an offsetting grant, a deal with the
rent or tax exemption—one hundred percent to within four fifths of one percent
of their operating budget. That is every theatre in Canada. So that means
that Hamilton became singularly and alone the only theatre that had to pay a
substantial property tax—had an assessment to pay property taxes of a large
amount. Now interest runs at thirteen percent, so once we fell behind, we
were impossibly behind because we had budgeted, as all other theaters, by the
standards of all other theaters: Not for this huge shortfall.

The initial solution to the problem was to appeal for a tax exemption. A

solution that Hamilton’s Mayor Bob Morrow supported:

[Morrow] I think they should be exempt from taxes too. The Board of

Education unfortunately wouldn’t agree. The other two partners, the city and
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the region did. The city and, particularly the regional finance committee, work

with them on practically a daily basis to keep things going in the right direction.

So without the private members bill ensuring them tax exemption, what

was Theatre Aquarius to do? Max Reimer:

[Reimer] We didn’t get the private members bill legislation. So now,
instead, we got a section 210 and are now to be owned by the region at some
later term. Once we solve our capital campaign problems and remove our
encumbrances we will be owned by the region. So we are, as of January 1, we
are tax exempt; however, we still owe nearly a million dollars in arrears and
that’s what I'm wrestling with now—arrears that probably never should have
occurred in any other situation, but because of the timing now; the interest
running up; and the offsetting grant not being entirely offsetting, we now owe a
million dollars in arrears. So I am putting forth various appeals to convert our
grant to a tax repayment grant and trying to make sure that it is sufficient to
do that. Those are the problems facing, so tax exempt or not, we still owe a

million in arrears.

Being regionally owned would seem to take care of the tax issue for
Theatre Aquarius; however, the larger issue of giving up ownership of a building
for which they paid nine million dollars, and still owe three- point- five million

dollars remains.
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States it’s 48 here in Canada) they come into their own with the classical art
form. But if that were true, that would be true of all the classical art forms.
Why are we seeing in opera as a field not only growth overall but average ages
are dropping and average income, although not average education— which I
find interesting. I think that is attributable to the very nature of the art form,
which is that we are multi-media. We live in a multi-media age: McLuhan was
right thirty years ago. In some respects, the medium is the message and we’re
a multi-media, or a multi-faceted media. It’s theater, it’s visual it’s aural —
opera throws it all together and I think that appeals to a younger crowd as

well.

But even with encouraging demographic reports, Opera Hamilton is
conscious of the role of the community. Echoing the words of Max Reimer, Ken
Freeman emphasized the importance of the community in the survival of an arts

organization:

[Freeman] A lot of organizations, private sector-public sector as well,
but especially the not-for-profit sector, I believe have in the past—and it may
not have happened in Hamilton—have in some respects, positioned
themselves as having a right to exist in and of themselves. We exist by the
quality of our work and the good will of the community—you forget either of

those two things and you're gone.
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[Freeman] The opera is on solid financial footing now and has been and
remains on solid financial footing, but my sense is that (and I’'m sure that
people even within our organization who would disagree with me—and that’s a
healthy disagreement). I do not believe that we would be on healthy footing if
we had not reached out to new communities —that we would be struggling
simply to maintain an existing level of activity. Sometimes you need to, as all
business do aﬁd actually as all arts need to do, you need to take a risk. You
need to grow; you need to expand. You need to take a big breath in and say this
is something that we need to take a risk on.

%\ggssgi:al Interlude— HPO playing Porgy Sings: Symphonic Suite from Porgy &

That was the former Hamilton Philharmonic Orchestra in much better
times playing an extract from Gershwin’s Porgy and Bess Symphonic Suite. The
selection played was Porgy Sings and the orchestra was under the direction of

Boris Brott,

What happened to the Hamilton Philharmonic Orchestra? Did they lose
touch with their community? Were the funding cuts too deep? What led one
Canada’s oldest orchestras to collapse on January 4, 19962 As John Brottman,
head of the music division at the Ontario Arts Council explains, the HPO’s
troubles were not new. In fact in 1992 the OAC commissioned a report on the

financial stability of the HPO:

6 George Gershwin. Symphonic Suite from Porgy and Bess. cond. Boris Brott. Hamilton
Philharmonic Orchestra. CBC, SMCD 5111, 1992,
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given in four installments and last installment was never given out because

they closed their doors.

And this is in reaction to your concern that they would actually collapse?

[Brottman] Yes, it was never certain in that last year that they would
finish the season—so we wanted to protect what is public money after all but
not penalize the orchestra unduly if they were going to come out of it—what we
did was we tied those installments to evidence of performance from the HPO
i.e. if their fundraising targets were achieved, if they did the number concerts
they said they would then we released the grant. We ended up giving three-
quarters of that grant; they ended up closing down before the last $80,000

installment was due.

The HPO was in pretty bad financial shape at the time of this report.
How supportive does the Ontario Arts Council remain of organizations that are

in serious financial trouble?

[Brottman] Well, we try as much as possible to remain supportive.
Every organization goes through a life-cycle, and there are tough times
experienced by many organizations that then come through it, so we do not
withdraw funding. Nor do we decrease funding unless there is a case, like in the
HPO situation where it is plain that it is something above and beyond (or

maybe I should say below and beyond) a normal tough time—where there are
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issues of mismanagement; where there are issues of the community itself no
longer supporting that organization. That to us is a real indicator. If the
community is withdrawing support, either by not showing up to concerts, not
donating, not giving fundraising —that tells us that we too then ought to be
withdrawing funding. So what we do in those instances is to give warnings over
a number of years. We reduce the grants marginally and watch what happens,

because we do not want to be the instigators of an organization’s demise.

Questions of audience support; problems with mismanagement;
ineffectual fundraising; and continuing decreases in public funding. What really
brought the former HPO down and can these mistakes of the past be avoided
with the burgeoning New Hamilton Orchestra? These questions and many more
will be posed to the movers and the shakers of Hamilton’s orchestra
community —both past and present. Pleasejoin meon March 12, two weeks from
today, for part two —a special feature on The Hamilton Philharmonic Orchestra:

An Orchestra in Crisis. [Theme music]

You’ve been listening to a special three-part documentary series on the
performing arts in our communities. This series is produced in association with
Centerstage, Hamilton’s local arts profile show. Centerstage will be returning
to its regular programming next week at noon on 93.3 CFMU. I'm Marlo Spence,

thanks for listening.
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just over 10,000 (almost the same as Tiger Cats had season ticket holders). It
was a really Golden Age, in a sense, for management of the HPO. That was

the status when Paul Eck left in the Fall of 1987.

Paul Eck, former General Manager of the HPO from 1983-1987, came on

the scene at a time when the HPO was in strong need of good management:

[Eck] Over the years Hamilton had had a whole series of general
managers — the longest term of which had been for two years, so there was a
continuity problem. They wanted to double their audience and increase their
fundraising. They had a fair size staff —I don’t know maybe seven or eight
people on staff. They had the right people in the wrong positions on staff. So it
was kind of interesting to be able to change some people around to meet their
interest areas and so on, and see the results almost immediately in what
happened. The upshot of all that is when I left five years later, the audience
had more than doubled, the fundraising had more than tripled and every service

in the guaranteed contract was being used.

When you went in there what was the financial picture like at the HPO?
[Eck] There was an accumulated deficit of about $600,000 . When I left

it was at $166,000 (which was manageable certainly).

[Musical Interlude— Gershwin: Fugue from Porgy & Bess Symphonic Suite®]

8 George Gershwin. Symphonic Suite from Porgy and Bess. cond. Boris Brott. Hamilton
Philharmonic Orchestra. CBC, SMCD 5111, 1992.
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Certainly 1990 was a real financial fiasco for the Hamilton
Philharmonic Orchestra. The cracks in the organizations began to show on a
multitude of levels. Firstly there was this unexpected and grossly underestimated
operating deficit. Stephen Bye, who was assistant General Manager at the time
and the person who discovered the discrepancies in the books offers a number of
explanations. To begin with, the marketing director significantly overspent his
budget; the bookkeeper was inexperienced and was unable to handle properly the
finances. This arrangement was ironically one of the cost cutting moves of then
General Manager Jorgen Holgersen. When the former comptroller resigned from
his position Holgersen decided that the bookkeeper could simply absorb the work
that this person had previously done, thereby saving them the cost of a salary.
Unfortunately this tactic backfired. The last reason offered for the deficit was

overspending related to hiring extra musicians.

Interestingly, in an article published in the Globe and Mail last March,
Jorgen Holgersen comments that the financial problems of the HPO were the
result of a trend to play bigger repertoire than they could afford. A trend which he
notes began under Boris Brott. This observation is certainly true but is it not the
responsibility of the General Manager to ensure that the Artistic Director stays
within the limitations of the budget? Certainly it is responsibility of the General

Manager to oversee the financial business of the organization. [End music]
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While Holgersen was not outright relieved of his duties, the board decided
not to renew his contract after this series of mishaps came to light. Then

president of the board David Gow:

[Gow] We told Jorgen Holgersen that we were not going to renew his
contract —we told him that in June when we discovered errors in bookkeeping
(which weren’t his fault personally but he’s the captain of the ship so it’s one of
his crew that made the mistake) We told him that we weren’t going to renew
contract — we didn’t want to fire him because he was a good fellow and had a
long and honourable career. Stephen Bye had been his assistant and none of
us thought Stephen was ready to become general manager but he seemed to
be the best we had. We simply weren’t in the position to pay the big dollar to go
and find a GM who would turn things around.

No serious action was taken against Jorgen Holgersen, even though his
managerial skills were in serious question. Furthermore, at a time when strong
leadership was most needed the board went with a person they were not entirely

convinced could do

[Musical Interlude—Richard Rogers: March of the Siamese Children'®]

Y Richard Rogers. “March of the Siamese Children” An Evening with the Boston Pops four
vols. Vol. 4 “In the Park”. cond. Arthur Fieldler. Boston Pops Orchestra. RCA Victor 74321-

39803-2, 1996.
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Paula Elliott, chairperson of the players committee and principle flute for
the former HPO takes a no holds barred approach when asked how she thought

the organizations was run in the past:

[Elliott] A few years ago we had a very inept management —I don’t
think the manager knew how to read financial sheets and the person in charge
of supplying numbers to him didn’t know what was going on. I have a feeling
that there was a large amount that was just lost and all of a sudden it caught

up with them. Ijust think it was ineptness more than anything. [End music]

While the reasons proffered for the missing funds takes into account some
of the 1990, $440,000 operating deficit, as Paula Elliott notes, some of the
money seems to have been just lost. 1990 was not only a significant year because
the operating deficit burgeoned out of control, but it also marked the end of Boris
Brott’s tenure with the orchestra. His departure was anything but amicable and

the interim period that followed lacked a clear focus.

The first order of business was to figure out how to recover from this
colossal deficit. Atthe time, an idea hatched that was supposed to get the
orchestra back on track. The HPO had a reserve fund of $200,000 which they
used to purchase a strip bond. The strip bond when it reached maturity would be
worth $700,000. This bond allowed the organization to approach the region
with a unique arrangement. The HPO would give the strip bond to the region as

collateral, in exchange for which the region would guarantee a $700,000 bank
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there would have been ,like I said, a slow growth out of it—but there was
growth.

Stephen Bye suggests that if his lead had been followed after he left that
the HPO should have experienced a slow growth out of their financial woes. Yet

under his management the organization still continued to have yearly operating

deficits. David Gow:

[Gow] In any event, I can remember saying to Stephen Bye “don’t worry
about the existing debt, that’s our job (you don’t buy it). But make sure no
more occurs— do what ever you have to. We may have to cut a concert series;
we may have to change music to have fewer musicians; we may have to do all
sorts of radical things, but make sure we don't have anymore operating deficit.”
Well we did. We went right on having operating deficits, because of course I
could say those words but the management was still saddled with the interest

on the deficit and that was considerable.

A few years into the five-year recovery plan, concerned with the HPO’s
continued financial troubles the Ontario Arts Council commissioned an
independent study to examine the financial troubles of the organization. The

report indicated that “it would seem that the organization is technically
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[Musical Interlude—Beethoven: Symphony No. 3 (Eroica) Allegro®®]

There had been a long battle to replace Boris Brott as the conductor of the
orchestra, who had served over 20 years in that capacity. Two camps (pro and

anti-Brott) emerged in both the community and the orchestra. Hugh Fraser:

[Fraser] It was a long and protracted battle and I do believe it did hurt
the Philharmonic. I believe it split the audience; I believe it split the
community into different sides. To support an arts group as large as a
symphony orchestra, a community the size of Hamilton really has to be

together —completely together. So yes it did have a negative effect.

Perhaps more than simply splitting the community, Boris Brott’s
departure opened the issue of having to find a new artistic director—something
the HPO was not particularly experienced in. Many people were critical of the
length of time taken to find a replacement for Boris Brott. In 1988, Brott’s
contract was not renewed, yet it took until 1993 to appoint his official successor

Akira Endo. David Gow: [End music]

3 Ludwig Van Beethoven. Symphony No. 3. Jukka-Pekka Saraste cond., Scottish Chamber
Orchestra. Virgin Classics, RCZ 72435 68214 2 2, 1989 & 1992.
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look to see who was out there and if the need every arose again we would be a

little better prepared.

Notwithstanding these arguments, other orchestras seem to manage this
transition between conductors much more expediently. During this period Victor
Feldbrill was asked to act as interim conductor, a term that seemed to setup a

wait-and-see kind of mentality in the community. Paula Elliott:

[Elliott] Here again, this is ineptness in the office and on the board of
directors. Victor should have been hired as music director —right off the bat.
(Nobody needed to know that he was just going to be around for three years
and we were going to continue looking.) They called him interim something or
other or music advisor or something. This town being what it is, just sort of
thought—we’ll wait until the new guy comes. Victor is a fine conductor; Victor
is a good community person, but they didn’t market or marketed him in a very
poor way. So almost everything that has been done in the last several years,
with the exception of changing music directors, has been a big wash-out. And I

think we’re suffering the fall-out from that.

Even though by all accounts Victor Feldbrill’s artistic abilities were
superior and the orchestra was playing better than ever, the public seem to stay

away, still waiting for the new guy. Paul Eck:









orchestra after our tragic year of 1990. Because the last six years were— I
have never had so much stress in my life (I was a professional person all my
life) I never had so much stress as I've had in the last six years trying to keep
the orchestra alive and thinking of various ways of raising moneys. Each of us
have contacts all across the country and we bring in ideas. While I think the
staff was excellent, the community didn't seem to want to support it. And
that’s why I've wondered if we would have been better to call it quits six years
ago. So I think, if anything, we gave the community six years, or five at least,

of music they wouldn't have otherwise had.

David Gow has had similar thoughts over the years but does not think

that abandoning the HPO in 1990 was a better solution:

[Gow] How could it be better? I agree that it might have been cleaner to
wrap it up in 1990, but we didn’t, and I think this city had five and a half more
years of philharmonic music and of course the musicians had that term of
employment. But that certainly is an alternative that I've thought about
many times but I would do it again the same way, only I would be tighter .
Maybe it’s a cop-out to blame it on management, but it should have been
covered — we should have been well informed. If the board had been well
informed of what was going on, we would have taken some drastic steps in that

particular year [1990].












And yet this is definitely the modus operandi for a lot of reports coming

out recently about the types of orchestras that communities can support.

[Shaw] If you want to have that kind of orchestra you can have that
kind of orchestra but don't call it a professional orchestra. Don’t try and

persuade professional musicians to work in that orchestra.

But Mr. Vanderhoofis insistent that this is the only type of orchestra

Hamilton can support:

[Vanderhoof] Fee-for service is what has kept a number of symphonies
alive —Kingston, Regina and Saskatoon. These are fee-for-service
arrangements. The American cities that are in the size — Americans are
deceptive because sometimes you’ll quote the population, for example, of St.
Louis as a city of 500,000; therefore, they compare to Hamilton. Well the
metropolitan area of St. Louis is about two and a quarter million, but the
downtown core is a half million. And so it depend on who makes the
comparison. If you take an urban area of 500, 000, which what we’re talking
about when we’re talking about the Hamilton area, you will find very few cities

that size capable of supporting anything other than a per-service orchestra.

It would seem that Hamilton is taking Mr. Vanderhoof's reccommendations

seriously. The New Hamilton Orchestra — which is more or less the players of
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being a lot more astute on the financial side. Certainly we are counting our

nickels and dimes in this organization right now.

To get a little into the funding issue, when I was speaking with Mayor
Morrow a number of weeks ago, he said that for this very short season you had
not approached the city for any kind of funding. Where are you going in terms of
looking to governments for any kind of support for future seasons, whether it be

this coming season or years after that?

[Nelson] Most orchestras are very heavily funded through government
grants and the previous Philharmonic was no exception. It certainly is our
intent with the new orchestra to seek funding from the federal level, the
provincial level, as well as the region. Again, initially we wanted to get the
orchestra back into the public eye and let people see that we have an
orchestra and that we can stand on our own two feet (at least through a short
season—a series of seven concerts). We were hoping to do that with
community support. Next year is the full launch of the orchestra. Next

season we will be applying for regular grants.

Now I understand that the Ontario Arts Council and I believe it is also
true for the Canada Council as well, that in order to receive support there are
stipulations that the organization has to have existed for “X” amount of years. Is
there a way around this, since you are a new organization as opposed to the

former HPO?



[Nelson] Well if you come back in a couple of months and do this
interview I can be a lot more specific. We are filling out the applications and
we’ve had initial discussions with both councils (the Ontario Arts Council and
the Canada Council). We've no guarantees but we are filling out the

applications and we’re hopeful.

Now you’ve talked a little bit of artistic questions as well. Now you
mention that there’s been a focus on the fact that there were a lot of artistic
problems with the former orchestra. Whether or not that was true, there certainly
was some difficulty finding the right person to lead the organization. And that is
obuiously something that you’re having to face as well. Do you have, at this
point, somebody in mind for the upcoming season or is that something you’re

going to be determining over the next year?

[Nelson] Obviously we need artistic direction and that’s not my field.
The first requirement was to get a basic infrastructure as far as the business
side goes and we’re rapidly, (hopefully) getting there. On the artistic side we are
looking at several possibilities. We'll probably be fairly prudent in the first year.
We will probably not have a resident artistic director. We will look at an
artistic advisor; the artistic advisor will advise the resources we have within
our orchestra and myself and guide us through the first season. That seems

the most prudent way to go at this point.
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Your organization is attempting to follow, as far as I know, the
recommendations of the Ernst and Young study Facing the Music more or less as
closely as is reasonable. One of those recommendations is that the long term
survival of an orchestra in this community sort of hinges on this whole idea of

regionalization. Is this something that is part of your long term plan?

[Nelson] Well I think if you look at the Ernst and Young study, which
T've looked at in great detail, one of the first recommendations is that we should
have an orchestra up and running first. I think we'’re at that stage right now. I
think everyone in this organization has a very open mind and we are following
that study and it is yet to be determined if the regional concept is the preferred
way to go. But I think if you look at the study, it’s not suggesting that we go to
the regional concept day one. That’s something we have to look at down the

road.

Now is next season more or less planned at this point or are you still
waiting for financial securing of moneys in order for the season to actually be

carriedthrough?

[Nelson] Well it’s sort of a cart and horse situation. We have to plan—
time is of the essence—we have to plan for next season; it should be planned
out at this point. Obviously we also need to know what our funding will be. So

we have some tentative plans for next season. We are in the process of
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to do what you should be doing directly. They are trying to starve the tobacco
companies out of business. That's dealing with the problem through the back
door and penalizing the arts groups along the way.

While arts groups have been extremely vocal over the loss of sponsorship
dollars associated with the tobacco industry, Dory Vanderhoof notes that the
partnership between the two is somewhat uneasy and stems more from necessity

than political conviction:

[Vanderhoof] The arts need —desperately need—the funding that the
tobacco companies are providing; and they're being forced into a political
situation, to have an opinion because they're so desperate for the funding. The
reality is: I think if you talk to most artists, they don’t want to have anything
to do with it [tobacco sponsorships]; but there is no other way for them to

make a living.

Mr. Vanderhoof also goes on to criticize the manner in which the arts

community has handled the issue:

[Vanderhoof] It’s been blown out of proportion. The amount of money
that the arts community receives from the tobacco companies is far smaller
than we’ve been led to believe. I've heard numbers of twenty million dollars in
support; I think the reality is closer to between two and five million dollars. If
you take Canada Council-funded organizations I believe the figure is about two

and a half million dollars. The arts have been politically badly positioned in
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across the country may see a reduction in the number of active arts organizations.
The funding landscape is changing rapidly and the need for innovative thinking

is needed now more than ever. [Theme music]

You’ve been listening to a special documentary on the state of funding for
thearts. Funding the Arts: A Need for Creative Solutions has been a special
presentation produced in association with Centrestage—Hamilton’s local arts
profile show. Technical support for the series was provided by Janis Nixon, Eric
Anson and Victoria Fenner. Centrestage will be returning to its regular
programming next week on 93.3 CFMU. I'm Marlo Spence. Thanks for

listening.
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