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1	EXECUTIVE SUMMARY

This report analyses the strategic management of English National Opera (ENO).

It considers the macro-environment, concluding that although there are national and international trends that present challenges to ENO’s position, there are steps which the company could take to take exploit these situations, such as dispelling the myths of elitism in opera and broadening the company’s scope outside of London. 

The industry analysis also produced some positives, with threats from new entrants unlikely and buyers and suppliers being within ENO’s sphere of control. Competition from the Royal Opera House (ROH) is significant, as is the threat of stay-at-home entertainment. 

VRIO and value chain analysis showed the resources and processes of the company that provide competitive advantage (chiefly the orchestra and chorus). 

Considering stakeholders, using Mendelow’s matrix, indicates not only the vast array of people who have an interest in the strategy of ENO, but also the key groups that ENO should focus on, namely Arts Council England, grant-making trusts, private donors, management and employees.

The company’s historical strategies are analysed in practical and theoretical terms, and Ansoff’s matrix is used to show how this has changed at different periods and the impact it has had throughout the organisation.
Based on the analysis, the following recommendations are made for the future strategic management of the company:
1. Create a clear vision for the company, reflecting the needs of all stakeholders and the founding ideals of the organisation;
2. Find a defendable competitive position which is clear from competition, specifically ROH; and
3. Develop a business strategy aligned to this vision and competitive position.


2	INTRODUCTION

This report investigates the corporate strategies employed by English National Opera (ENO) throughout its history. In recent years, the company has been the subject of much scrutiny in the press and the artistic community as a result of the different approaches undertaken by senior management and the effects these have had inside and outside the company.

The strategic position is considered by looking at the macro-environment, the industry, the company and its stakeholders. This environmental analysis provides an understanding of the setting within which the company’s strategy is formed and the parties it affects. The different corporate strategies that have been undertaken are explored, providing reasons for their implementation and their effects.

Based on these findings, recommendations are made for the approach to formulating corporate strategy in the future.



3	THE MACRO-ENVIRONMENT

ENO presents opera in English at the London Coliseum. It was founded in 1931 by Lilian Baylis (ENO, n.d.a) with the aim to provide artistic enlightenment at accessible prices (ENO, n.d.b). The company is still referred to as “the people’s opera” (Wigglesworth, 2016), a comparison with foreign domestic houses, such as the Volksoper Wien (cf. Wiener Staatsoper), and the original idea of “accessibility in seat prices” (Jonas et al., 1992).

3.1	STEEPLE analysis
Like the Volksoper in Vienna, ENO faces competition from the nearby international opera company, the Royal Opera House (ROH). However, the macro-environment is multifaceted, and STEEPLE analysis (Cameron, 2011) considers seven areas (Figure 1).
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Figure 1: STEEPLE analysis of ENO’s macro-environment
There are national and international trends that present challenges to ENO’s position. Theatre-going in general is reduced, and there is a misconception that opera is expensive and elitist, fuelling political will to question the level of subsidy to opera in general and specifically in London. This gives some direction as to where to focus effort. Broadening the company’s scope outside of London would be advantageous, and engaging in activities to dispel image problems is essential for increasing audience diversity.




4	THE INDUSTRY

4.1	Porter’s five forces
Michael Porter proposed the five forces that drive competition within an industry (Figure 2). 
[image: ]
Figure 2: Forces Driving Industry Competition (Porter, 1980, p. 4)
By considering each of these areas in the opera industry, it is possible to understand the forces that affect ENO’s competitiveness (Figure 3).

There is good news for ENO in this analysis. Key is the fact that it takes time and capital to produce an enterprise the size and importance of ENO, and a new entry is unlikely to be able to achieve this quickly. Buyer power may be used as a factor to differentiate ENO, as tickets can be priced to make ENO more accessible. Supplier power can be combatted by making the standard of work at ENO important and therefore desirable for artists.

Rivalry among existing participants is strong, and ROH is a key competitor. The country house opera market is vibrant but differentiated from ENO, and the company should seek to distinguish its product from that of ROH. The main substitute that threatens all live performance is the amount of staying-in entertainment being consumed.
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Figure 3: Porter’s five forces in the opera industry
5	THE COMPANY

5.1	VRIO framework
The VRIO framework (Jurevicius, 2013 and Johnson et al., 2017) can be used to focus on which resources and capabilities provide the company with a competitive advantage by asking if they are Valued by customers, Rare amongst competitors, Inimitable by competition, and Organised to capture value (Figure 4).
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Figure 4: VRIO analysis of ENO’s resources
This shows that the chorus and orchestra are the key current resources and capabilities within the organisation that are providing a competitive advantage. The theatre is valuable, although not rare in London. What is clear is that competencies need to be improved in marketing, fundraising and management in order to move out of a position of competitive disadvantage, and overall organisation needs to be strengthened in order to get the most out of all resources.

Although this is indicative of the areas where ENO holds an advantage, the VRIO designation is somewhat subjective, and “it may be challenging to establish the exact competitive implication” (Johnson et al., 2017, p. 7). However, it can help to ascertain which resources are dynamically aligned with opportunities (Bhagat et al., 2012).


5.2	Value chain
In order to create a competitive advantage, it is important for an organisation to understand which activities are important in creating value and which are not (Johnson et al., 2017). Michael Porter produced a general example of the value chain for an organisation (Figure 5).
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Figure 5: The value chain of an organisation (Porter, 1985, p. 37)
Considering this breakdown for ENO, we can analyse where value is added at each step. Inbound logistics, in the case of an opera company would relate to the hiring of the best casts, directors, designers, conductors and other creatives at the best price, and occasionally buying in a production from another house. Operations not only relates to ensuring that the shows are produced to the highest quality within an appropriate budget, but also the provision of educational work and renting out productions. Outbound logistics is the management of the ticketing system via the company’s own website and other agencies, as well as the logistics with sending rented out productions abroad. Marketing and sales is concerned not only with selling the shows on the mainstage, but also educational projects, production rentals and, most importantly, effective fundraising. Service at ENO is about optimising the customer experience, whether that is an audience member, a school child on an educational project, a house receiving an ENO production or a donor who has given funds to the company. Throughout all the primary activities run the secondary activities of purchasing, IT, HR and infrastructure.

Although there are problems with employing Porter’s Value Chain method to non-standard industries (Bhadwal, 2015), and social media impacts on all distribution channels (Merchant, 2012), splitting ENO’s business into these areas gives an idea of the value that each part of the process adds to the company. In this way it is possible to identify value activities, assess their relative importance internally (comparing cost to significance), assess relative importance externally (comparing costs to competitors), and identify where costs can be reduced. 

5.3	SWOT analysis
SWOT analysis can extend the environmental analysis of STEEPLE to include internal strengths and weaknesses (Figure 6).
[image: SWOT Analysis]
Figure 6: SWOT analysis (Business To You, 2017)
Internally at ENO (Figure 7) we see that the assets of the excellent chorus, orchestra and theatre together with a loyal audience are offset by the decline in artistic standards and the erosion of industry expertise in senior management. The external situation, transferred from the STEEPLE analysis, indicates opportunities for ENO to exploit its environment. The threats relate to competition from ROH, political uncertainty and changes in consumption.
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Figure 7: SWOT analysis of ENO

5.4	TOWS matrix
A development to SWOT analysis is the TOWS matrix (Weihrich, 1982) which considers responses based on combinations of SWOT (Figure 8). This analysis provides potential policies based on contingencies within the SWOT matrix. It enables the company to develop broad strategies for anticipated scenarios with high probability (Hooley et al., 2004), while still being prepared for low probability high impact situations (Shankar, 2014).

[image: ]
Figure 8: TOWS matrix (Pslides, n.d.)
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Figure 9: TOWS matrix for ENO
In its application to ENO (Figure 9), TOWS highlights some important strategies for consideration, such as differentiation from ROH and stakeholder engagement, which should be considered in terms of their likelihood and effect on the company.

5.5	SOAR framework
A more positive method of considering an environment, based on the process of Inquire, Imagine, Innovate and Implement, is the SOAR framework (Stavros & Cole, 2013). The SOAR framework differs from SWOT in that it is not a top-down analysis of an environment but a strength-based approach strategy (Figure 10).
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Figure 10: SOAR framework (Stavros & Cole, 2013)
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Figure 11: SOAR framework for ENO
Considering SOAR for ENO (Figure 11), we are presented with positive aspirations of how to engage with the challenges of the environment (e.g. extending beyond London and improving artistic identity) and results by which these actions can be measured (e.g. 90% attendance rate and improved audience diversity).

6	STAKEHOLDERS

ENO is a company limited by guarantee and a registered charity; it has no shareholders and its board are its trustees. However, “stakeholders, inside and outside the firm, now have the power of choice” (Nordström, & Ridderstråle, 2001, p. 131), and ENO must consider them when devising strategy.

6.1	Arts Council England
One of the key stakeholders from both a commercial and an existential point of view is ACE, a public body sponsored by the Department for Digital, Culture, Media and Sport. Recently ACE expressed its concern with ENO’s governance and business model by cutting its grant by a third (Henley, 2016) and saying they “expect them to improve or they could face the removal of [ACE’s] funding” (Brown, 2015). Before the cut, ENO received £19.1m from ACE representing 48% of its income (ENO, 2014). ACE’s decision to cut this by a third was significant, leading to reductions in its artistic output.

6.2	Government
ACE is funded by the National Lottery and government. Although it operates independently, if will inevitably feel the pressures of political mood. In effect, the government is a secondary stakeholder of ENO; it is the key stakeholder of ACE, which in turn is the key stakeholder of ENO.

6.3	Political groups
Within and around government, there are various groups, such as political parties and lobbyists, that will influence the thinking of government. For example, bodies that seek to improve the standard of musical education in UK schools may shape policies on arts funding to ensure that major arts organisations give proper emphasis to outreach work.

6.4	Grant-making trusts 
In addition to ACE, there are also trusts that make philanthropic gifts to ENO. These are important to ENO, as strong relationships can produce significant income. Trusts are likely to have specific agendas that they will want to see adopted by the company. For example, the Peter Moores Foundation was particularly interested in producing opera in English and sponsoring young singers (Green, 2013).

6.5	Corporate sponsors
Corporate sponsors can also provide significant income. Here the return for the sponsor is more likely to be based on a level of service rather than specific artistic requirements.

6.6	Private donors 
ENO’s private sponsorship receipts vary in amount from modest levels (such as membership of the Friends of ENO) to gifts of several thousand pounds. The level of access a sponsor receives, and the degree of influence they can exert, depends on the amount of money given. Sponsors are typically stratified, with higher levels of donation being rewarded with access to rehearsals and senior management. At other opera companies, particularly in America, large donors are given places on the board.

6.7	Audience members
Ticket sales represent a significant proportion of the company’s turnover – for the sixteen months ended 31 July 2017, box office income was £8.7m, 18% of turnover (ENO, 2018). Whilst this figure is less than at other UK opera house – ROH achieves 32% (ROH, 2017) – it is important to remember that much sponsorship comes from audience members, so there is considerable overlap between these groups.

6.8	Operatic community
With the company’s season having been cut after the reduction in the company’s ACE grant, the company is more reliant on other forms of income. One of these is rentals, where productions that originate at ENO are rented to other opera houses. In the sixteen months to 31 July 2018, this was £7.1m (ENO, 2018), almost as much as box office.

6.9	London theatre community
The reduction in the company’s season also increases the dark time for the London Coliseum. As London’s largest theatre, this is valuable real estate, and renting the theatre to visiting companies raised £4.5m in the sixteen months to 31 July 2018. Understanding London promotors and touring companies has become an important part of the company’s business.

6.10	Management
At a time when new managerial appointments at the company have reduced the amount of industry expertise, the company must seek to nurture and keep its human resources, rather than allowing them to be tempted away, as has recently happened (Alberge, 2018 and Brown & Tilden, 2016).



6.11	Employees
Staff morale at ENO has been low for some time, not helped by recent disputes between employees and senior management concerning cuts to jobs (Jacobs, 2017). In order to get the best out of the company’s human resources, the company should seek to align the ambitions of these individuals with those of the organisation and make strides to incorporate their needs within company strategy.

6.12	Unions
Both Equity and BECTU were involved in disputes in the aftermath of the ACE cuts. In this “hard” model of Human Resource Management, where HR policy “is driven by overall corporate strategy” (Henderson, 2011, p. 13), a pluralist atmosphere is created where employees do not consider themselves to be stakeholders of the company and are merely compliant rather than committed (Armstrong & Taylor, 2014).  Softening the company’s HR policy will improve relations with these key groups.

6.13	Competitors
The UK and international opera industry is small, where key players are known across the globe. Ensuring good relationships with competition is helpful for co-productions and cooperation (e.g. when sickness leads ENO having to request other companies’ artists to jump into their shows).

6.14	Artists	
Although generally freelance, artists are key to the success of the company, and ensuring that they are fully committed to the organisation’s work is key to the success of business.


6.15	Mendelow’s matrix
Stakeholders can be mapped by placing them in Mendelow’s matrix (Figure 12).
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Figure 12: Mendelow’s Matrix of ENO stakeholders (Kaplan, n.d.)
This allows ENO to establish the appropriate strategy for each group. With the greatest interest being given to ACE, grant-making trusts, private donors, management and employees.

6.16	Cultural web
The manifestation of how these stakeholders interact, both internally and externally, produces the organisation’s culture (Figure 13). 
[image: ]
Figure 13: Cultural Web (Johnson et al., 2017)
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Figure 14: Cultural Web at ENO
These headings outline the ways in which ENO behaves, consciously and subconsciously (Figure 14). They indicate a paradigm that is fractured and pessimistic but retains some essence of its core objectives. The dominant culture is one of mistrust on the part of a number of key stakeholder groups, something that will take time to change due to how long it has persisted. The paradigm is re-enforced throughout the web, with, inter alia, the pluralistic organisational structure providing a power structure that breeds contempt due to the nature of power senior management possess (French & Raven, 1959). They have Reward and Coercive power, making decisions for pay and conditions, and although there is some Legitimate power – most employees accept that management have their role – there is little Referent power due to their isolation. Crucially there is no Expert power – most employees consider the expertise of senior management to be severely lacking (Clements, 2018b).


7	CORPORATE-LEVEL STRATEGIES TO DATE

7.1	Post-war period
After being evacuated from London during the war, the company returned to Sadlers Wells for the première of Britten’s Peter Grimes (ENO, n.d.b). This event revived the company and disrupted the English operatic industry.
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Figure 15: Three Generic Strategies (Porter, 1980 and Kryscynski, 2012)
Porter’s three generic strategies for competitive advantage are differentiation, cost leadership and focus (Figure 15). With accessible pricing being one of the founding tenets of the company, cost leadership was the company’s strategy for achieving a competitive advantage. Compared to ROH, it strove for this competitive position – one of the five Ps of strategy (Mintzberg, 1987 and Mintzberg et al., 2009).

7.2	Powerhouse era
From 1979 to 1985 three key appointments were made: Mark Elder (Music Director); David Pountney (Director of Productions); and Peter Jonas (General Manager). This triumvirate became known as the Powerhouse and “brought the company increasingly to the forefront of public debate about opera in Britain” (Jonas et al., 1992) thanks to increased musicals standards and provocative stagings.  

Throughout the Powerhouse era, cheaper opera companies such as English Touring Opera and Opera Factory emerged, meaning the company’s cost leadership position was no longer viable. Instead it moved to a policy of differentiation, producing distinctive productions that would continue to attract an audience.

7.3	Post-powerhouse survival
ENO’s Powerhouse era pursued an artistic agenda at all costs – in fact, the cost amounted to a deficit of £2.2m by 1993 (The Telegraph, 2015). Dennis Marks took over as General Director at this time and was immediately faced with financial problems and uncertainties over funding, attempting and failing to move the company to a smaller theatre (The Telegraph, 2015). After five years of Marks’ austerity, Nicholas Payne took over as General Director in 1998 and set about plans to renovate the London Coliseum – now that the company was definitely staying – and reinvigorate artistic standards. The former was achieved with Lottery funding and Arts Council grants; the latter was less successful, and when Payne was encouraged to resign in 2002 his reign became the first of several to be unfavourably compared to the Powerhouse years.

This post-Powerhouse time can be examined on using Ansoff’s matrix (Figure 16) which considers strategy along the axes of product and market development. Moving left and down on this matrix increases risk, and at a time of financial vulnerability both Marks and Payne sought to avoid this. This period stayed firmly in the top left box of Market Penetration Strategy.
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Figure 16: Ansoff’s Matrix (Johnson et al., 2017, p. 245)

7.4	International engagement 
After Payne, Sean Doran held the reins at ENO for a couple of years before John Berry was internally promoted to be Artistic Director (Barnes, 2006). Berry’s ten years at the head of the company saw international reach extend, both in terms of artists hired and co-productions (Christiansen, 2015). 

In terms of Ansoff’s matrix, it sought to increase its product range by introducing Musicals – something that subsequently worked well in Berlin (Schliess, 2017) – and its market, by attempting to collaborate with overseas companies. Simultaneously pursuing strategies of Market Penetration, Product Development and Market Development was a risk for the company. Some of its core audience were upset by the style of musicals introduced (Furness, 2016b), and the multitude of co-productions diluted the house style to the extent that it was hard to understand ENO’s artistic identity (Higgins, 2016b).

The risks ultimately did not pay off, and Berry’s approach placed ENO in direct competition with the much-better-funded ROH a mile down the road, enraging ACE, who saw the company’s falling attendance and rising prices as a betrayal of its public subsidy.

7.5	Reduction of public subsidy
When ACE decided to express their displeasure by cutting ENO’s grant by a third, John Berry’s days were numbered, and in July 2015 he resigned (The Times, 2015). He had previously engaged McKinsey & Co. to provide a new business model for the company in the light of their reduced means, and the Board decided to parachute in a member of consultancy team, Cressida Pollock, as CEO to implement their plans, and cut the company according to its cloth (Jacobs, 2017). Her reign was extremely unpopular, but left the company financially secure, if artistically wounded. The necessary changes having been undertaken, she chose to leave after three years, perhaps due to the animosity she was feeling from all sides (Masso, 2018), and Stuart Murphy, a media director with no opera experience was brought in as her replacement (Murphy, 2018b).

Surviving on a more commercial footing has led ENO to cut its season but maintain the breadth of product introduced in Berry’s time. It is focused on the top two segments of the Ansoff matrix: following a Market Penetration Strategy and Product Development Strategy, the latter of which includes gaining significant rental from hiring out the London Coliseum when the company is not producing its own work.





8	IMPLICATIONS OF STRATEGIES FOLLOWED

8.1	Three levels of strategy
Strategy is viewed at three levels: corporate, business and functional (Knowledgequity, 2016). Decisions that are made at the strategy level (which markets to aim for) will have implications at the business (how to achieve competitive position) and functional (methods of delivery) levels. At smaller companies, such as ENO, the corporate and business levels of strategy are often combined (ibid.).

As strategy flows through the organisation, conflict may occur when the practicalities of implementing a policy requires specific actions for certain departments. At ENO, this was observed following the ACE cuts. The company was compelled to choose a corporate strategy of operating on a more commercial basis, and the business strategy to deliver this was to reduce the season by a third and rent out the theatre when the company wasn’t performing. This caused conflict at the senior management level, with the Musical Director resigning (Brown & Tilden, 2016). Management claimed that without these changes the company was “at grave risk of bankruptcy” (BBC, 2016). However, the functional impact of this strategy was redundancies and pay cuts, and the chorus took industrial action.

8.2	Change management
The method of implementing change impacts the effect of strategy throughout the organisation depending on the key factors of the policy – Time, Scope, Preservation, Diversity, Capability, Capacity, Readiness and Power (Open Tuition, 2017 and Balogun & Hailey, 2014). Kotter outlines a method of effecting a new strategy within an organisation (Figure 17).
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Figure 17: Kotter’s eight-step change management model (Madsen, 2016 and Hayes, 2010)
At ENO, there was resistance to change from a large number of stakeholders of varying degrees of influence and importance. Cressida Pollock, the CEO, took John Kotter’s advice to intransigent resistance, removing and ignoring it in order not to undermine the change process (Kotter, 2011). The result of this was that the change process occurred, but her position became untenable (Masso, 2018).

Her successor, Stuart Murphy, has an easier task, being untainted by the cuts. In fact, he has an opportunity to move from Change Management to Change Leadership (Kotter International, 2015) and move the company forward by articulating a corporate vision.





9	RECOMMENDATIONS

ENO has undergone a process of upheaval and change over the last few years which has left staff morale bruised and the market wary of what will happen to the organisation. Notwithstanding the precariousness of the situation, this is a time of great opportunity to move forward and create a new direction for the company.

9.1	Create a vision
ENO has articulated its mission (ENO, n.d.c), but it is unclear and not reflected in the functional reality of its operations. The core values, mission, vision and objectives of the company should be reconsidered, articulated and communicated to ensure that all strategy flows from ideals commonly held amongst stakeholders. Great faith is placed in the original tenets of the organisation, and, much as Disney achieved success by revisiting the founder’s original corporate recipe (Zenger, 2013), so ENO may rediscover the reason for the company’s existence.

9.2	Avoid ROH’s domain
ENO has for too long sought to compete head-on with the more powerful ROH. It is time to understand that this is not a fight worth engaging in, nor one it is likely to win – lessons can be learn from the parallel situation in New York which led to the demise of New York City Opera (Gagliardi, 2014). By seeking out blue waters where ROH is not actively engaged, ENO could re-establish a defendable competitive position (Kim & Mauborgne, 2014). The starting point for this should be an understanding of the ENO brand by plotting it alongside the competition on a Centrality-Distinctiveness map (Diwar & Bagga, 2015) and ascertaining where ENO can operate effectively. In essence, ENO must realise that it is a domestic house rather than an international house. This does not mean it is less important, but rather that it should have a different focus: discovering, nurturing and presenting UK-based talent, and performing in the vernacular at accessible prices. In this way, it can not only survive but thrive, as Berlin’s Komische Oper has in competition with the Deutsche Oper and Staatsoper (Smale, 2015).

9.3	Align business strategy
Based on the corporate strategy outlined in the vision and positioning of ENO, the company should devise a business strategy that reflects these factors. Placed as it is, towards the high end of the London opera market, but not the top, Porter’s three generic strategies  (Figure 15) indicate that differentiation is key to the company’s success. More appropriate to ENO’s specific situation is the Faulkner and Bowman’s Strategy Clock (Figure 18) which allows for Hybrid Strategies between low-price and differentiation.
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Figure 18: Strategy clock (Johnson et al., 2017, p. 220)
Much as IKEA has sustained a hybrid of low-cost and differentiated design over a long period, it should be possible for ENO to offer accessible pricing and exciting productions – along the lines of Lilian Baylis’ founding ideals for the organisation.

 [4,159 words]
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Sociological

Live theatre audiences have declined following the 9/11 attacks and the recent financial crisis (The Telegraph,
2012), although recently income has started to improve (Sweney, 2018).

Increase in multimedia simultaneous consumption has made theatre less appealing (BBC, 2018).

Misconceptions persist about how posh, long and expensive the artform is (Bailey, 2017).

Interest in classical music still healthy as shown by popularity of Classic FM and classical crossover artists (Power,
2018).

Technological

Increase in entertainment on demand from suppliers such as Netflix and Spotify (Ariens, 2015).

Some international opera houses offer multi-lingual translations on the back of the seat in front (The Metropolitan
Opera, n.d.).

Introduction of surtitles to ENO in 2005 implies there is less importance to performing everything in English
(Brown, 2017b).

Interaction with classical music audience via new technology being explored (Furness, 2017).

Environmental

Pressure to avoid shipping artists and productions from overseas.
Touring productions may be more environmentally friendly due to reduced audience travel costs.

o Digital programmes are being introduced to reduce printing (Royal Opera House, n.d.).
Economic e Donations to ENO have been falling (Hemley, 2016).

e Arts Council England (ACE) cut their grant to ENO by a third (Brown & Tran, 2014).

e Disposable income has been increasing since the third quarter of 2009 (Webber & Thomas, 2018).
Political o Lobbyists have complained about the amount of ACE’s grant going to opera (Dugher, 2018).

® There is a move within ACE to spend less money in London (Brown, 2017a).

* Severe cuts to music education may impact on future audiences (BBC, 2014).

o Former Arts Minister is opposed to ENO’s current direction (Mellor, 2018).
Legal e Visa status for visiting artists uncertain after Brexit (Gutierrez, 2017).

o Livelihoods of UK-national artists threatened by Brexit (Gutierrez, 2017).

* Opera companies now reliant on Theatre Tax Relief to subsidise their finances (Bano, 2017).
Ethical e Inanage of austerity, opera must justify its public subsidy over other areas such as healthcare (Bazalgette, 2013).

.

Opera criticised for using public funds to subsidise entertainment for the rich (Taylor, 2011).
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Threat of
entry

Economies of scale present some barriers to entry for a new company starting up with a single production.
Historically, ENO has a loyal audience and a differentiated product that would set it apart from new entries.
This artistic identity has been eroded over recent years, with certain decisions impacting on its core
audience (Furness, 2016b).

Mounting opera involves significant capital resources which a new entrant would struggle to raise, and
despite its recent monetary stress, ENO claims to be in good financial shape (Murphy, 2018a).

There are no switching costs faced by buyers, who could easily change loyalty to a start-up company as
attempted by Savoy Opera (BBC, 2003).

Distribution channels also provide little barrier to entry. Tickets are sold through universally available
agencies and company websites.

Other cost advantages of ENO over new entrants include industry knowledge, relations with suppliers —
both artistic and technical, and access to grants from public and private bodies.

Government policy is currently moving away from providing funding to London-based arts (Brown,
2017a), and a new entrant could more easily position itself to take advantage of this shift.

Intensity of
rivalry among
existing
competitors

ENO is too close to ROH, in terms of product, place, price and promotion — the four Ps of Marketing (The
Marketing Mix, n.d.).

During the summer months, country house opera provides strong competition at the top end of the price
range with the likes of Glyndebourne, Garsington, Grange Park, Grange Festival, Nevill Holt and Opera
Holland Park.

At the more economical end of the spectrum, there are a large number of smaller companies such as English
Touring Opera, Opera Brava, Opera Project and Mid Wales Opera who perform in London but also to a
wide range of regional venues, offering cheaper ticket prices for less extravagant productions.

The industry is fairly static in size, and so rivalry between companies is a zero-sum game, battling for
market share.

Companies of ENO’s size have large fixed costs, but smaller companies are lither and can avoid this
complication.

There is differentiation between companies, but specifically between ENO and ROH these have been
eroded. The key difference of ENO singing in English is a moot point as both houses use surtitles and
audiences often complain about singers’ diction (The Times, 2005).

There are not switching costs for consumers. An ROH customer today could be an ENO customer
tomorrow, and vice versa, something which increases rivalry between the two houses.

The diversity of opera companies in the UK adds a complexity to the strategies adopted.

All opera companies operate in one industry and, to a great extent, one territory. As such the stakes for
strategic success are very high. They cannot decide their opera business is failing, and so choose to
manufacture widgets instead.

There are strong emotional barriers to exiting the industry.

Pressure from

All opera companies face competition from similar substitutes such as:

substitute e Concert halls
products e  Ballet

*  Music theatre

e Straight theatre

e Cinema

In addition, there are other going-out activities such as:
. Sports events
e Pubsand restaurants
There is also increasing competition from stay-at-home activities (Brown, 2013) due to:

. Netflix

e Catch-up television

. Computer gaming

e Internet activities
Bargaining Buyers of tickets are generally individuals and so have little power.
power of e Buyers who are also large donors to the company are more powerful. These audience members need to be
buyers looked after as their support is greatly needed by the company.

. The lack of perceived differentiation between ROH and ENO makes the buyer inherently more powerful,

something exasperated by the lack of switching costs.

o The buyers’ ability to compare prices between rival opera companies makes their position more powerful.
Bargaining e Although there are many opera singers, there are only a handful of major agents, and so the market is, in
power of effect, dominated by a few companies.
suppliers e The additional problem for ENO is that they need to employee English-speaking singers, whereas the

agents can promote their singers worldwide. This imbalance leads to the suppliers’ representatives being
more powerful than ENO.

Suppliers’ power is, however, brought into check as the opera industry as a whole is an important customer
for suppliers.

The supply of singers is essential to ENO’s business.

Singers are differentiated, and ENO will generally be attempting to secure the services of a specific singer
for a given role, making the supplier more powerful.
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Strengths
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Historically, ENO has a loyal audience (Lister, 1995).
The company has an award-winning chorus (Snow,
2016).

The orchestra is has also won awards (Furness, 2016a).
It owns the London Coliseum, a building of great
commercial value both as a venue and to raise money
from leasing to other companies (Kimberley, 2018).

Weaknesses

Artistic standards are domestic rather than international
(Moss, 2018).

Staff morale has been weakened by recent staff and
budget cuts (Jacobs, 2017).

Few of recent productions are revivable (Christiansen,
2010).

Lack of opera experience of Artistic Director (Higgins,
2016a).

Loss of key producer (Snow, 2018).

Lack of opera expertise of new CEO (Clements,
2018b).

Costs of running London’s largest theatre (Moss,
2018).

Opportunities

Interest in classical music still healthy as shown by
popularity of Classic FM and classical crossover artists
(Power, 2018).

Some international opera houses offer multi-lingual
translations on the back of the seat in front (The
Metropolitan Opera, n.d.).

Introduction of surtitles to ENO in 2005 implies there is
less importance to performing everything in English
(Brown, 2017b).

Interaction with classical music audience via new
technology being explored (Furness, 2017).

Pressure to avoid shipping artists and productions from
overseas.

Digital programmes are being introduced to reduce
printing (Royal Opera House, n.d.).

ROH is an international opera house less than one mile
away.

Live theatre audiences have declined following the 9/11
attacks and the recent financial crisis (The Telegraph,
2012), although recently income has started to improve
(Sweney, 2018).

Increase in multimedia simultaneous consumption has
made theatre less appealing (BBC, 2018).
Misconceptions persist about how posh, long and
expensive the artform is (Bailey, 2017).

Increase in entertainment on demand from suppliers
such as Netflix and Spotify (Ariens, 2015).

Touring productions may be more environmentally
friendly due to reduced audience travel costs.

Lobbyists have complained about the amount of ACE’s
grant going to opera (Dugher, 2018).

There is a move within ACE to spend less money in
London (Brown, 2017a).

Severe cuts to music education may impact on future
audiences (BBC, 2014).

Former Arts Minister is opposed to ENO’s current
direction (Mellor, 2018).

Visa status for visiting artists uncertain after Brexit
(Gutierrez, 2017).

Livelihoods of UK-national artists threatened by Brexit
(Gutierrez, 2017).

Opera companies now reliant on Theatre Tax Relief to
subsidise their finances (Bano, 2017).

In an age of austerity, opera must justify its public
subsidy over other areas such as healthcare (Bazalgette,
2013).

Opera criticised for using public funds to subsidise
entertainment for the rich (Taylor, 2011).
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Maxi-Maxi (SO)
. Increase marketing activities to ensure that the London
Coliseum is sold out for all performances.
. Engage the orchestra in chorus in other activities to
increase revenue and profile.
. Embrace new technology with seat-back surtitles,
digital technology and app-based interaction.

Maxi-Mini (ST)

Strive to differentiate from ROH, as a domestic house
with greater dramatic flair.

Explore opportunities for performing outside of
London.

Engage with critics to explain the benefits that a
strong, publicly-funded domestic opera house can
offer to the entire population.

i-Maxi (WO)

e Make greater efforts to ensure that new productions are
revivable.

. Engage with staff to align individual goals with those of
the company by improving artistic standards and
outreach of company.

. Increase training and development for senior personnel
and replace lost producer with high calibre candidate.

ini (WT)

Develop a vision for the company that can inspire all
stakeholders and move the company to a competitive
position.

Strive to educate and attract the huge number of
people who have not been to the opera.

Where necessary engage external consultants to
counter the shortfall of internal expertise.
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Historically, ENO has a loyal audience (Lister, 1995).
The company has an award-winning chorus (Snow,
2016).

Aspirations

Improve reputation of the company with all
stakeholders, including press, politicians, ACE,
audience and staff.

The orchestra is has also won awards (Furness, 2016a). e Give ENO a unique artistic identity.

It owns the London Coliseum, a building of great . Extend the reach of the company beyond London.

commercial value both as a venue and to raise money e Aimto introduce a wider audience to the artform.

from leasing to other companies (Kimberley, 2018). . Promote the company as a tourist destination.
Opportunities Results

Interest in classical music still healthy as shown by
popularity of Classic FM and classical crossover artists
(Power, 2018).

Some international opera houses offer multi-lingual
translations on the back of the seat in front (The
Metropolitan Opera, n.d.).

Introduction of surtitles to ENO in 2005 implies there is
less importance to performing everything in English
(Brown, 2017b).

Interaction with classical music audience via new
technology being explored (Furness, 2017).

Pressure to avoid shipping artists and productions from
overseas.

Digital programmes are being introduced to reduce
printing (Royal Opera House, n.d.).

Achieve 90% sold attendance for every performance.
Increase fundraising to make up the shortfall in funding
after ACE’s grant cut.

Aim for reviews of all productions to be good to
excellent.

Improve the diversity of audience, in terms of age, sex,
race, nationality and social class.

Lobby to increase ACE funding back to previous levels.
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Stories
e Reminiscing of ENO’s 1980s “Powerhouse” era

o Belief that the London Coliseum is impossible to sell out

Symbols
e Open atmosphere at first night parties
o Informal dress code for audience

Rituals & routines

e In-house promotion throughout management

e Use of non-opera directors to refresh the artform
o Everything is in English

Power Structures
e Management physically separated from artists
e High level donors given access to artistic process

Control systems
e Loose control of artistic standards

o Financial impact of artistic policy not understood

Organisational structures
e CEO runs the company autocratically
e Senior management do not consult with employees
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