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BETWEEN VISION AND ACTION.
TEACHING “SOCIAL AND CULTURAL PROJECT
MANAGEMENT” IN THE ARTS

Abstract. The article explores the teaching of the course
“Social and Cultural Project Management” in the Arts for
master's students. The author shares her experience as a lecturer
and cultural practitioner, focusing on practical tools that help
young performers develop an entrepreneurial mindset. The
article addresses the evolving role of educators in the age of Al,
where information delivery is no longer central. Using the real
case of a student-founded project (VoiceLAB), it demonstrates
how education can serve as a launchpad for creative
entrepreneurship. The structure of the course, key topics,
teaching methods, and exercises are detailed, emphasizing a
balance between creative freedom and strategic thinking. The
article advocates for an educational approach that nurtures not
only artistic talent but also leadership and project
implementation skills.

The experience of teaching “Social and Cultural Project
Management” in the Arts confirms the growing necessity of
integrating entrepreneurial competencies into higher arts
education. In the context of rapid technological change and
increased cultural precarity, artists must be equipped not only
with creative skills but with the capacity to independently
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manage, promote, and sustain their own initiatives. This study
demonstrates that a well-structured, practice-oriented course can
help students bridge the gap between artistic vision and real-
world implementation. Through modeling exercises, reflective
tasks, and collaborative prototyping, students are empowered to
develop projects that are both conceptually strong and
practically viable. The success of student-led initiatives, such as
VoiceLAB, affirms the importance of shifting the educator’s role
— from that of an instructor to a mentor, guide, and facilitator of
transformation. By creating an educational environment that
supports experimentation, values articulation, and self-
organization, arts educators can foster not only talented creators
but also resilient and proactive cultural entrepreneurs. In the era
of artificial intelligence and information abundance, the unique
value educators bring lies not in the transmission of knowledge,
but in the cultivation of vision, responsibility, and action.
Between vision and action — that is where meaningful learning
happens, and where cultural innovation begins.

Key words: cultural management, creative industries,
arts education, entrepreneurship, teaching, grant, VoiceLAB

Introduction. Intoday’s rapidly changing world, where
artificial intelligence can generate text, create business models,
and automate routine decision-making, the traditional role of
educators as transmitters of information is being fundamentally
redefined. This is particularly relevant in the field of arts
education, where applied disciplines — such as social and cultural
project management— require urgent methodological adaptation.

Problem Statement. Emerging artists — vocalists, circus
performers, dancers — often graduate with strong creative skills,
yet lack the managerial and entrepreneurial competencies
needed to independently realize their ideas, engage with donors
and institutions, or develop sustainable cultural initiatives. This
skills gap presents a challenge to contemporary art education,
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which must now integrate project-based thinking and strategic
communication into its core mission.

The course “Social and Cultural Project Management”
thus becomes a vital link between education and real-world
creative practice. However, its effectiveness depends not only
on content, but on how that content is delivered — whether
through active modeling, practical exercises, or reflective
analysis. The role of the teacher shifts from that of an
information provider to a mentor and co-creator: one who helps
students envision, articulate, and begin to build their own path
in the creative sector.

Analysis of recent research and publications. Over
the past two decades, the role of cultural and creative industries
in shaping economic and social development has been the
subject of extensive academic inquiry. Scholars such as Charles
Leadbeater and Kate Oakley (1999) [8] have emphasized the
emergence of “cultural entrepreneurs” — individuals who operate
at the intersection of creativity and business. Richard Florida
(2002) [3] further expanded this perspective by introducing the
concept of the “creative class” as a key driver of innovation in
post-industrial economies. In the context of project management
and cultural policy, the works of Oakley and O’Brien (2015) [7;
8] and Jeffcutt and Pratt (2002) [2] highlight the increasing need
for artists and cultural workers to possess not only artistic
expertise, but also strategic, organizational, and communication
skills. Their research underscores a shift from traditional arts
management to more flexible and cross-disciplinary practices.
Practical frameworks for integrating entrepreneurial thinking
into the cultural sector have been developed by Osterwalder and
Pigneur (2010) [9], whose “Business Model Canvas” is widely
applied in creative business education. Their model has been
adapted to suit the non-linear, iterative nature of creative project
development.

251



APT-nnatr®OPMA. 2025. Bun. 1(11)

In recent years, this theoretical foundation has been
extended into practice through initiatives such as the “Business
in the Creative Industries” toolkit, developed by the British
Council and Nesta (2015). This resource bridges the gap
between artistic expression and sustainable entrepreneurship by
offering artists practical tools to articulate their values, model
impact, and engage with markets.

Despite the growing body of literature, there remains a
need to examine how these theoretical models are implemented
within arts education settings — especially through real-life
teaching experiences and student-driven projects.

This article aims to contribute to that area by presenting
a case-based perspective from within the Ukrainian higher
education context.

The purpose of this article is to explore the pedagogical
approach and practical outcomes of teaching the course “Social
and Cultural Project Management” in the Arts to master’s
students specializing in performance disciplines.

Drawing on personal teaching experience and student
case studies, the article aims to illustrate how a practice-oriented
curriculum can empower young artists to transition from
conceptual thinking to real-world cultural entrepreneurship. The
study focuses on how the integration of creative modeling tools,
reflective exercises, and business planning frameworks
contributes to the development of entrepreneurial competence in
students of the performing arts. By examining the structure and
methodology of the course — as well as a real-life example of a
student-founded initiative (VoiceLAB) — the article seeks to
demonstrate how arts education can serve as a platform for
launching sustainable, value-driven cultural projects.

Presentation of the main research material.
Teaching the course “Social and Cultural Project
Management” to master’s students is both a responsibility and a
privilege. As a cultural manager with over 15 years of hands —
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on experience — particularly through my work at the National
Art and Culture Museum Complex “Mystetskyi Arsenal” — I
bring to the classroom not just theory, but real-world insights
shaped by years of practice [3]. However, time moves fast. The
kinds of cultural projects my team and I developed ten years ago
differ drastically from the ones we see today. And that makes
perfect sense — we used different tools, communication was
more personal and less digital, and promotion or documentation
followed slower, more linear processes.

But now, in the era of artificial intelligence, the
landscape has transformed entirely. In today’s world, simply
possessing knowledge is no longer enough. With the help of Al
writing a text, structuring a business plan, or even generating an
idea takes just a few clicks. So, what remains for us, the
educators? One of the most important and honest questions we
raise at the beginning of the course is this: What’s next for you,
as an artist, after graduation? Will you work for someone else—
or will you be brave enough to build something of your own
within the creative sector? Many of my students are future circus
artists, singers, dancers, and other performers. They are full of
vision, passion, and unique artistic voices—but often they lack
the tools and language to express their ideas in a way that
funders, collaborators, or institutions can understand.

In our “Social and Cultural Project
Management” course, we bridge that gap. We help
students translate their artistic ambitions into structured,
feasible, and sustainable projects.

We use as our foundation the guidebook “Business in the
Creative Industries” [1], which balances creativity with the
logic of entrepreneurship and social innovation.

We cover topics such as:

- shaping and clearly formulating a creative idea;
- defining the mission and values behind their artistic practice

[7];
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- creating a business model that reflects their ambitions and
ethics [9];

- working with audiences, partners, and stakeholders;

- designing marketing and communication strategies; [1, p. 9];
- exploring financial planning and fundraising opportunities.

But what makes this course especially meaningful is the
way we learn by doing. Our classes are full of interactive,
modeling-based exercises, designed to bring clarity, strategy,
and depth to each student’s idea.

For example:

- in “Your Values”, students reflect on what principles drive
their work — what matters most, and how those values can shape
a long-term vision [1];

- in “Modeling Business Processes”, we analyze what
happens on stage and behind the curtain — helping students
grasp the full workflow of their projects, from creation to
implementation [1];

- in “Modeling Potential Impact” we explore the
consequences of a cultural project: What will it replace? What
might it restore? What positive and negative outcomes could it
bring to a community or context? [8]

We also go deeper into relationship modeling—
examining the four key roles in a project: the initiator, the
implementer, the distributor, and the client. [6], This exercise
helps students identify not only who they are within the
ecosystem but also what kinds of partnerships they need to build.
When we work on marketing strategy, students are introduced to
the Marketing Mix — the seven key elements that define how a
product or service reaches its audience: product, price, place,
promotion, people, process, and physical environment. Based on
this, they then build a marketing plan, tailored to the cultural
context of their project and its goals [7].
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These exercises are not about turning creative work into
something corporate or rigid. Instead, they help students connect
their creativity with strategy, turning inspiration into action.
Through peer reviews, visual modeling, and step-by-step
development, students begin to see themselves not just as artists,
but as cultural innovators with the ability to design, lead, and
sustain meaningful projects [5].

As Peter Drucker famously wrote: “The best way to
predict the future is to create it” [2].

One of the most inspiring outcomes of this course has
been witnessing how collaboration, courage, and structure can
give birth to something tangible and lasting. A perfect example
of this is VoiceLAB, a vocal studio launched by two students
who met during the course and were inspired by one another’s
vision and energy. What began as an idea during a classroom
exercise — “What kind of space would I build if [ had no limits?”
— soon turned into a joint exploration. Through discussions,
feedback, modeling sessions, and our practical toolkit, these two
students found the confidence to develop a grant proposal,
submit it — and win. The result? The opening of their own vocal
studio in Kyiv.

VoiceLLAB is much more than a music school. Built on
the core belief that "Your voice is you,"its mission is to
reconnect the voice with the whole self — mind, body, and soul.
This isn’t just about learning to sing. It’s about creating a safe
space where individuals can express themselves freely, heal,
grow, and develop their creative identities.

The project is rooted in values of:

- Trust and freedom

- Individuality and authenticity

- Professionalism and collaboration.

Students in the studio aren’t treated as passive learners
but as co-creators in a dynamic process. The curriculum
blends vocal technique with creative thinking, improvisation,
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emotional intelligence, and even physical fitness. Yes, you read
that right — VoiceLAB uniquely integrates sport equipment into
vocal training, emphasizing that the voice isn’t just about sound;
it’s the body’s full instrument. This hybrid method is both
innovative and therapeutic, making it highly appealing for a
wide range of clients — from children to adult professionals
seeking wellness through creativity.

What’s even more exciting is how much of this
grew directly out of the classroom environment. The founders of
VoiceLAB applied everything they learned in the course:

- they mapped out their target audience and business model;

- they wused marketing mix toolsto design their
communications and branding;

- they built a clear financial plan, taking into account
everything from rent and salaries to equipment and advertising;
- they worked through  exercises  like Modeling
Impact and Modeling Business Relationships to prepare for
real-world challenges.

Today, VoiceLAB is not only open and active — it’s
thriving. With a strong visual identity, a clear educational
philosophy, and a roadmap for future expansion, it stands as a
real-life example of what this course is meant to do: transform
vision into action.

Witnessing the birth and growth of VoiceLAB was not
just a professional joy — It was a deeply personal reminder
of why I teach. In moments like these, I see the true role of an
educator in the creative and cultural field. I am not here simply
to deliver content, explain terms, or evaluate assignments. My
real job is to create conditions for courage — to offer a space
where students can take risks, explore wild ideas, and begin to
believe that those ideas are worth building.

When I saw two of my students meet, dream, and
eventually launch a studio that reflects their values, personality,
and creative mission — It affirmed something essential:
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education is not about filling minds. It’s about unlocking
potential.

Projects like VoiceLAB are proof that when students are
trusted, challenged, and supported, they begin to step into their
roles as cultural changemakers. They stop waiting for
permission. They stop asking, “Can I?” and start saying, “Why
not me?” And it reminds me that every task we do in class —
from sketching business models to filling out value charts or
simulating partnership dynamics — may seem small on the
surface, but they are all building blocks of transformation. The
outcome of this course is not just a grade. Sometimes, it's a
studio. Sometimes, it's a grant. Sometimes, it’s the quiet but
revolutionary moment when a student starts introducing
themselves not just as an artist — but as a founder, a leader, a
creator of something entirely their own.

That is what this discipline is for. And that is what keeps

me inspired, class after class. So, What Remains for Us, the
Educators? We began with this question, and now — after the
story of VoiceLAB, and many others like it — I believe the answer
is clearer than ever. In a world where Al can write text, organize
data, and even stimulate creativity, our value as educators
doesn’t lie in what we deliver. It lies in what we spark.
We are the ones who can see potential before it’s visible. We
hold the space where raw, vulnerable ideas are spoken aloud for
the first time. We challenge students not to settle for what’s easy
or conventional. We accompany them through confusion,
revision, failure, and the quiet triumph of trying again [4]. We
teach not just with knowledge, but with presence — with real
stories, real feedback, and real faith in people’s ability to shape
the future. As Mark Zuckerberg once said: “The biggest risk is
not taking any risk” [10].

And that, to me, is the heart of teaching cultural and
social project management. It’s not about building perfect plans.
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It’s about helping students find the courage to act, to build, to
experiment — and sometimes, to create something extraordinary.
Between Vision and Action — that’s where our work happens.
And that’s where, I believe, the most meaningful learning still
lives.

Conclusions. The experience of teaching “Social and
Cultural Project Management” in the Arts confirms the growing
necessity of integrating entrepreneurial competencies into
higher arts education. In the context of rapid technological
change and increased cultural precarity, artists must be equipped
not only with creative skills but with the capacity to
independently manage, promote, and sustain their own
initiatives. This study demonstrates that a well-structured,
practice-oriented course can help students bridge the gap
between artistic vision and real-world implementation. Through
modeling exercises, reflective tasks, and collaborative
prototyping, students are empowered to develop projects that are
both conceptually strong and practically viable. The success of
student-led initiatives, such as JVoiceLAB, affirms the
importance of shifting the educator’s role — from that of an
instructor to a mentor, guide, and facilitator of transformation.
By creating an educational environment that supports
experimentation, values articulation, and self-organization, arts
educators can foster not only talented creators but also resilient
and proactive cultural entrepreneurs. In the era of artificial
intelligence and information abundance, the unique value
educators bring lies not in the transmission of knowledge, but in
the cultivation of vision, responsibility, and action. Between
vision and action — that is where meaningful learning happens,
and where cultural innovation begins.
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MI’K BAYEHHSAM TA JAI€10.
BUKJIAJAHHSA JUCIUIIVITHA « COIIOKYJIBTYPHE
IMPOEKTYBAHHS» B MUCTEITBI

AHoTamif. Y CTaTTi TOCIIHKY€ETHCS BUKIIATaHHS KypCy
«YTpaBIiHHS COIAIbHUMH Ta KYJIBTYPHUMH TPOCKTaMU» B
rajgys3i MHCTENTBa [Jsl CTYACHTIB Marictparypu. ABTOpKa
TUTATBCSL  CBOIM  JIOCBIZIOM BUKJIAQNAHHS Ta KyJIBTYpPHOTO
MIPAKTUKOM, 30CEPEKYIOUNCh Ha MPAKTUYHHUX 1HCTPYMEHTAX,
SKi  JIONOMararoTh  MOJIOJMM  BHKOHABIIM  PO3BUBATH
MiIPUEMHUIIBKE MHCIEHHS. Y CTaTTi PO3TJISIA€ThCS 3MiHA
pOJIi OCBITSH B €MOXY IITYYHOTO IHTEJEKTY, N€ HaJdaHHS
iHpopmanii Oinblle HE € LEeHTPalIbHUM. BHKOpUCTOBYIOUM
peanbHUM BUIMAIOK CTyAeHTChKOTOo poekTy (VoiceLAB), BoHa
JEMOHCTPYE, SK OCBITa MOXE CIYTyBaTH CTapTOBHM
MaiIaHYUKOM I TBOPYOTO IiANMPUEMHHITBA. JleTambHO
OIMHCAHO CTPYKTYPY Kypcy, KIFOYOB1 TEMH, METOM HAaBYAHHS Ta
BIIPaBH, MiIKPECTIOOYHM OallaHC MiX TBOPYOI CBOOOJOIO Ta
CTpaTETIYHUM MHUCIECHHSAM. Y CTaTTi BUCTYIAETHCS 32 OCBITHIN
MiIXi7, SKUH pO3BUBAE HE JIMIIEC XYJIOXKHIA TallaHT, ayie i
TMiAepchKi HABUYKK Ta HABUYKU peaizailii mpoektiB. JlocBin
BUKJIQJIaHHS «YTIPaBIiHHSA COLIaJbHAUMHU Ta KYyJbTypHUMH
MPOEKTaMU» B Tally3l MHCTEUTBA MiATBEPIKYE 3pPOCTAIOUY
HEOOXITHICTh 1HTEerpamii MiAIPUEMHHUIIBKUX KOMIIETCHINH Yy
BUIIly MHUCTEIIbKY OCBITY. B yMOBaxX MIBUIKHX TE€XHOJIOTTYHUX
3MiH Ta 3pOCTaHHS KyJIbTYpPHOI HECTAOTHPHOCTI, MUTIII TIOBUHHI
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OyTH OCHAIllEHI HE JHWIIe TBOPYMMH HaBUYKaMH, aine u
3IaTHICTIO CAMOCTIHHO KepyBaTH, MPOCYBATH Ta MIATPUMYBATH
BIacHi iHiniatuBu. Lle mochimkeHHS NEMOHCTPYE, MO H00pe
CTPYKTYPOBaHUM, TPAKTUYHO OPIEHTOBAHUU KypC MOXKE
JIOTIOMOTTH CTyJIEHTaM TIOJ0JaTh PO3PUB MK XYHO0XKHIM
OadeHHsIM Ta HOT0 BIPOBAKEHHSM y PEATbHUI CBIT. 3aBIsSKH
MO/JICJIIOBAHHIO, PE(PICKCUBHUM 3aBJaHHSAM Ta CIHUJILHOMY
NPOTOTHUITYBaHHIO  CTYACHTH  OTPUMYIOTH  MOXJIMBICTB
PO3POOIIATH IPOEKTH, SIKi € SIK KOHIIETITyaJIbHO CUJIBHIUMH, TaK 1
MPAKTHYHO JKUTTE3MATHUMH. YCIIX CTYJICHTCHKUX IHIIIaTHB,
Takux sK VoiceLAB, miaTBep/pkye BaKIMBICTH 3MIHHM PO
BHKJIa/Jauya — BiJ 1HCTPYKTOpa /10 HACTaBHHMKA, KEpiBHUKA Ta
MocepeIHuKa Tpa"copmarii. CrBoproroun OCBITHE
CEpE/IOBUINE, SIKE MiATPUMYE EKCIEPUMEHTH, (HOPMYITIOBAHHS
I[IHHOCTEW Ta caMOOpraHi3allito, BUKJIaa4i MUCTEIITB MOXYTh
BUXOBYBATH HE JIMIIE TAJIAHOBUTUX TBOPIIB, ajie i CTIHKUX Ta
MPOAKTUBHUX KYJIbTYPHHX MiANPUEMIIIB. B enoxy mTy4HOTro
IHTENEeKTy Ta 1HPOPMAaLiHHOrO JAOCTATKY YHIKaJbHA LIHHICTb,
SKy TIPUBHOCSATH BHUKJIA/Iadi, TOJSITa€ HE B Tiepeiadi 3HaHb, a B
KyJIbTHBYBaHHI OadeHHs, BIAMOBITAIBHOCTI Ta [ii. Mix
OadeHHsIM Ta [II€I0 — caMmMe TaM BiOyBa€eThCS 3MICTOBHE
HaBYaHHS 1 MOYMHAIOTHCS KyJIbTYpHI IHHOBAII].

Kiio4oBi ci1ioBa: KyIbTypHU MEHEHDKMEHT, KpEaTUBHI
1HAYyCTpii, MUCTEIbKA OCBITa, MiIMPUEMHHUIITBO, BUKIIAIAHHS,
rpant, «VoiceLAB».
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