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T he process of purchasing and contracting en-
tertainment is one of the least understood
and most troublesome aspects of producing a

campus activities event, yet it does not have to be that
way. Through appropriate preparation and planning,
your programming board can start from a secure foun-
dation upon which good negotiations and a “win-win”
contract can be built. The result of being an educated
buyer in the campus programming market is the pro-
duction of successful programs and events.

To help you reach this goal, you will need to learn
how to use an artist’s contract and the negotiation
process as a tool for creating a well-run event. As
you talk with the artist or agency, both of you have
the opportunity to benefit from an atmosphere of
teamwork and mutual consideration. It is from this
spirit that all successful events develop. This chapter
discusses the various steps necessary for you and
the artist, or agent, to develop a spirit of teamwork.

The first step is yours—that being to develop a
detailed calendar and a budget for the semester or
programming year (See Chapter Two, Examples 2.3 and
2.5). This budget will tell you how much money you
can spend for each proposed event on your calendar.
From your programming calendar, you will know the

types of events you need to program. Ideally, your pro-
gramming calendar will have been created on the basis
of one or more of the survey, or assessment, methods
described in Chapter Three. These assessments will
have taken into account your organization’s mission,
goals and objectives. All these items will help shape
your programming choices and, at the same time, help
your organization make the wisest programming
choices. 

Once you have a budget that shows how much your
organization can afford to spend in the form of
artist fees, transportation and hospitality expenses,
you are ready to begin your search for entertainers,
lecturers or novelty events to fill the open slots on your
programming calendar. With this detailed informa-
tion, your organization can eliminate from considera-
tion those acts that are too expensive or that do not
fit your current mission and goals. At this point, you
are ready to preview artist showcases at events like
the NACA National Convention and NACA regional con-
ferences, among others. In addition, it is very likely your
organization has been receiving artists’ promotional
packets, CDs or videotapes. These resources can help
you narrow down choices even further. Another source
of potential artist listings include the NACA Mem-
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bership Directory & Buyers’ Guide, which lists all active
NACA members. This valuable resource is available to
all NACA member schools and lists agencies and
self-represented artists; their contact information;
agencies by category; and artists, programs, products,
and services, both by category and alphabetically. It is
available online at www.naca.org/NACA/Membership
Directory/.

Next, you will want to get a sense of the performer’s
general date availability, and at the same time see if
they will be in your region of the country around the
time you would like to bring them to campus. To as-
sist in gathering this information you will want to
review the Tour Schedules and the Artist Performance
Reports published by NACA to help generate names
and ideas for potential artists. From the Tour Sched-
ules, which NACA publishes online, you can get a sense
of the attraction’s availability and search for acts that
already have contracts with schools that are close
enough to form a block booking (see “Utilizing NACA’s
CO-OP Buying Process” later in this chapter for more
information). In the Artist Performance Reports, you
can read other schools’ evaluations of various NACA
member artists. In addition, you should also do an
Internet search to see if the artist or agent has a
Web site. By visiting a site, you may be able to
download additional information about an artist’s
availability. 

To help you keep track of all this information, you
will want to create a worksheet that lists artist or
attraction fees, potential date availability, proposed
campus venue for the event and venue availability. An
example of how this form might be designed appears
in Example 9.1.

After you have generated a number of possible
artists/attractions, you may now follow up on these
leads. It will help if you place your first choice artists
at the top of the list and continue down with your 
second, third, fourth choices, etc. Now you are ready
to start making phone calls to the artists or their 
representatives!

Getting the Best Price—Utilizing
NACA’s CO-OP Buying Process

In its simplest terms, CO-OP provides a group of
schools in a geographic area the opportunity to get
together and book an act over a consecutive series
of dates. This “block” of neighboring performance dates
allows agents and artists to create more logical
routing, consolidating travel expenses, and other costs,
which in turn allows them to lower their appear-
ance price for schools participating in the block. Par-
ticipating in CO-OP Buying also provides college buyers
the opportunity to develop and practice important
leadership skills (such as communication, negotiating,
problem solving and assertiveness) in real-world, busi-
ness situations.

To get started, review the CO-OP Buying/Tour Sched-
ules published online by NACA. This list represents the
current tour schedules for hundreds of programs
you may have an opportunity to cooperatively book.
The Tour Schedules may provide you with information
on pre-existing “anchor” dates around which you
can build a block of CO-OP dates.

Next, contact schools that are within one to four
hours travel time from you. Your NACA Membership
Directory and Buyers’ Guide lists NACA member schools.
See if you have any similar event needs or if you can
work together to bring in the same artist or types of
programs during the same time frame.

CO-OP Buying is not and should not be “impulse buy-
ing.” CO-OP Buying is an opportunity for your pro-
gramming board to make informed decisions based
on the needs of your campus. There may be a spe-
cific event or two (Parent’s Weekend, Homecoming,
etc.) for which you know you need a specific artist or
program. Make a list of the top 10 kinds of events you
plan every year and plan on CO-OP booking five of
those events while on site. After making the connec-
tion with NACA associate members on site, you can
book dates through the CO-OP Buying process year-
round. You also may be able to get support from your

Potential Artists/Attractions Worksheet

Event Name:_____________________________

Proposed Event Date(s):_________________

Date Proposed Venue
Artist/Attraction Fees Availability Venue Availability

(based upon
agent’s 

description or
artist’s promo)

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

________________ ________ _______________ _______________ ______________

Reminder: Please keep in mind that artist and venue date availability are always subject to change, so
be sure to remain in close contact with both your school’s scheduling office and the artist’s
agent when it appears you have serious interest in a given act performing within a specific
venue. 

Example 9.1: Potential Artists/Attractions Worksheet
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on-campus constituents to spend up to a specific 
dollar amount.

You will need to have the following items in place
before trying to book any CO-OP dates:

• Calendar that lists all special events, breaks, ath-
letic events, etc.

• Information on your campus facilities where
you present programs and the dates that they
are available. You might even want to put a
“hold” on certain dates, if your campus policies
allow you to do so.

• A copy of your programming budget so that you
can keep track of all commitments you may
make or firm leads you may establish as they
relate to the money you have available.

• The ability to be flexible. Not everyone can have
the same artist during the first week of a par-
ticular month. The key phrase in Cooperative
Buying is the ability to cooperate with other
schools and with the artist/agency so that every-
one benefits.

CO-OP Fundamentals

Several unique terms are used in the CO-OP Buying
process on site at NACA events. As a delegation,
your programming board members will need to un-
derstand the different levels of commitment schools
will be able to express while investigating potential
CO-OP dates. “SI” stands for Strong Interest and indi-
cates a school is very interested in the act/artist; how-
ever, no formal commitment has been made.  “CB”
means Commitment to Block and indicates willing-
ness on the part of a school to commit to the pre-
sent act/artist if a block forms.  “CR” stands for Contract
Requested on Site. It means a school has agreed to
contract with the act/artist. This does not mean you
need to sign a contract at the Convention, conference,
or festival. However, understand that you are making
a written request for one. When the agency signs a
CO-OP Buying Form with “CR” indicated, it has accepted
your offer.

To ensure that your programming board makes the
most of the available CO-OP Buying opportunities
when attending NACA Conventions and regional con-
ferences, attend all showcases and stay for their en-
tirety. There are many different artists and attractions
represented in each showcase, so keep an open
mind and look for things that will satisfy the various
needs of your campus. While you are doing this,
NETWORK! Meet with other schools before CO-OP
meetings and get to know what interests you might
share. Schools can save thousands of dollars if they
are prepared to do business together. Informal net-
working opportunities result in actual CO-OP Buying
business during regional Cooperative Buying meet-
ings.

You can accomplish the same CO-OP Buying goals
throughout the year by following the same steps of
program exploration, school networking and date ne-
gotiation via telephone calls, e-mails and faxes with
other schools and agents or artists. 

CO-OP Follow-up

Schedule a CO-OP update meeting with your board
as soon as you return to campus, or as soon as a po-
tential block has formed if you are CO-OP booking with
other NACA schools on your own. If you are not able
to obtain permission from your program board or your
senate to commit to a contract while you are on site
or in negotiations, this meeting can give you the op-
portunity to finalize your plans. Involve all parties
needed to provide approval. Dates discussed at the
Convention, regional conference, or on your own will
disappear quickly! For this reason, contact all agents
to whom you talked within two weeks of returning to
campus, or after initiating your own CO-OP negotia-

TIP:

The success of CO-OP meetings depends on

you. The more prepared you are at these

meetings the quicker business will get done.

Meet with other schools in your area and

work with the associates during the Campus

Activities Marketplace time to get tentative

blocks set prior to the meetings. At the meet-

ing, all you will have to do is make them offi-

cial. Also, make sure to set times for your

delegation to meet as a group during the

Convention or regional conference to discuss

artists that you may be interested in pursu-

ing. With the group’s support, you will be

able to come closer to solidifying your com-

mitment to contracting a particular artist or

program. So, go ahead and decide when you

can hold delegate meetings while on site,

write them in your schedule, and inform the

rest of the students who will be going to the

Convention or regional conference with you.
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tions. Follow up on all CO-OP forms that you submit-
ted at Conventions or regional conferences and let the
agencies know when you will be able to give them a
“yes” or a “no” on the dates in question. Finalize all ne-
gotiation activity that you may have done. Complete
the communication loop.

Shortly after the Convention or conference, review
the CO-OP Buying Final Report information that will
be mailed to your school. Look to see if any activity
formed in your area on any additional artists. Even if
you did not submit a form on site, you may be able
to save some money by joining a block after a Con-
vention or regional conference. 

This is also the time for your programming board to
follow-up on any signed CO-OP forms. Your board must
do this during the specified post-Convention or post-
regional conference time frame to guarantee prices.

Negotiating the Deal
The Basics of Contracts and Riders

Now that you have previewed talent from show-
cases or promotional materials available at the booths
of agencies and self-represented artists, met with your
delegation and generated a list of potential artists you
are considering bringing to campus, and attended ori-
entation to learn the intricacies of NACA’s CO-OP Buy-
ing Process, it is  t ime to begin to discuss the
specifics of the deal. Please note that the steps de-
scribed in the following paragraphs apply equally to
purchasing entertainment outside of an NACA event.
It is very likely you will have already established a price
with the agent or artist before requesting a contract
or before submitting a CO-OP form to NACA. Before
either of these steps, you will have established how
much your programming board could spend. Your Bud-
get Request/Event Proposal Form discussed in Chap-
ter Two, if approved as submitted, will give you these
figures (See Example 2.1). When you discuss the
specifics of hosting the artist or attraction, you will
then be presented with a copy of the performance con-
tract. The first time you read this agreement, its as-
sociated riders, and other attachments you will very
likely be overwhelmed. However, by understanding
basic elements of a contract, you can minimize your
confusion. 

To begin, a contract can be defined as a written
agreement between an artist, or agent, and your school.
This agreement details the rights and responsibilities
between the artist/agency and your school. In order
for a contract to be a valid and enforceable legal
document, the six elements of a contract must be 
fulfilled. According to Matthews (1987) these 
elements are

• an offer by one party and acceptance by the
other or counter offers and acceptance

• both parties must be legally capable of 
entering into an agreement

• legal consideration or a specified amount of
money

• forms on which the document is written
• genuineness of consent with no errors or 

misrepresentations by either party
• the document contract must be for a legal 

purpose (p. 39).

In addition, the contract will give specific techni-
cal and artist requirements in separate documents
that supplement the contract. These documents are
known as technical, artist and sponsor (school) riders.
The contract spells out the broad terms of your agree-
ment with the agency and artist, while the riders con-
tain information for the specific performance your
programming board is considering.

As you began your discussions with the agent in the
Marketplace booth, or on the telephone, you will have
covered the most basic elements first:

• location/venue requirements
• the artist’s fee, the artist’s availability for block

booking (i.e. CO-OP Buying)
• specific technical requirements (i.e. sound

and lighting systems and stage size)
• other artist requirements (performance sup-

plies, food, lodging or hospitality, for example) 
• travel expenses
• any deposit requirements

When you actually sign the agreement, most of these
items will be detailed in one or more of the contract
riders. For example, the technical rider tells your
programming board what kinds of staging, sound and
lighting systems are necessary for the performance to
take place. The artist rider will spell out the particular
needs the artist has, and these can include items such
as the number of dressing rooms and facilities required
for the artist(s), food/meal needs, and the number of
road crew required for load-in/load-out and stage set-
up. The sponsor rider will be attached by your school
and serves to protect the interest of the school. 

For these reasons, the programming board advisor
should always review any contract sent to the pro-
gramming board before it is signed. Also, you should
assume that your school’s legal department will have
to review the contract before your programming board
can commit to any of its terms. By allowing for plenty
of negotiation and review time for the contract ne-
gotiation process, you will save yourself and your
fellow programmers unnecessary stress and concern.
It is essential that you are very clear with the artist or
the artist’s representative about the contractual lim-
itations at the beginning of the contract negotiation
process. Hopefully, before you reach this point, you will
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have already discussed many of the specific require-
ments with the artist’s representative. 

One additional item your programming board might
need to consider is taxes. Some artists may request an
amount as net pay (after tax). Of course, any tax
payments of this kind would have to be made through
your school’s accounting office and would probably
have to be cleared through your school’s legal coun-
sel. Consult your advisor if an agent or artist makes
any kind of request like this and let the agent or artist
know you will need to gain special approval(s) for their
request.

Sponsor Rider

Your school, as event host, will probably add a spon-
sor rider. This document will spell out the specific con-
ditions under which the performance will take place
on your campus. Most colleges and universities have
standard sponsor riders required for any artist or
agency you may bring to the school. Typically a
sponsor rider will also spell out any applicable state,
local or college regulations, will clarify that the artist
is a private employee; will specify payment methods
and all other financial obligations; and will contain
provisions for program delays, illness or cancellation,
including indemnity clauses specifying who is
legally liable for any damages or injury that may re-
sult from, or during, the event or performance.
These sponsor riders protect your programming board
and your school. 

Artist Riders

Because you will be expected to fulfill any and all
obligations spelled out in the contract riders, it is ab-
solutely necessary that
you request copies of
these early on in the ne-
gotiation process. By
carefully reviewing the
riders with your advisor
and sometimes with
y o u r  s c h o o l ’s  l e g a l
counsel—and asking
questions as needed—
y o u r  p ro g ra m m i n g
board can determine
important things such
as whether or not your
proposed venue is ca-
pable of hosting the
event. 

As previously men-
tioned, one of the pur-
poses of a contract rider

is to communicate all the technical and perfor-
mance needs of the artist. A rider can address any num-
ber of performance-related requirements, and because
of this fact, it may well include “hidden” costs for your
programming board. The up-front costs of the artist’s
fee, transportation and hotel accommodations are usu-
ally easily estimated, and even a novice programmer
would think to discuss these costs with the artist’s
agent. Other costs, however, are not so obvious and
can threaten an otherwise adequate event budget.
These costs can include 

• the number and types of meals required for the
artist and his or her assistants, personal man-
ager and others 

• technical requirements that require the rental
of specialized lighting or sound equipment

• who will set ticket prices for the event
• how many seats, if any, will be available for press

or complimentary tickets
• whether the artist is entitled to a percentage

of the box office proceeds
Before making or accepting a formal offer, either

orally or in writing, you need to be sure your pro-
gramming board can meet all of the major contract
requirements and can cover the expenses contained
in the contract and rider. At this point, the absolute
non-negotiable items must be made clear. For ex-
ample, if you absolutely cannot provide a 40' x 40' stage
and the artist will accept nothing else, there is no point
in making an offer when you know you cannot fulfill
the obligations. 

Again, as with everything else involved in the con-
tracting process, ask questions about any requirement
or request that you do not understand. Also, keep in
mind that your programming board does not have to
agree to every condition or request simply because
the artist has included it in a rider. Everything in a con-
tract is negotiable, but you must discuss any proposed
changes to the contract or its riders before signing it.
Be sure you document all discussions and changes ac-
cordingly.

Rights and Responsibilities of Sponsor

Your programming board has an obligation to com-
municate openly and honestly with artists and agents
and to complete all artist requests before the per-
formance. In addition, there are at least three other
situations that must be discussed with an agent be-
fore you sign a contract. They include the following:

• Commercial Tie-Ins/Event Co-Sponsorships—
You will need to let the artist’s agent know if
you are planning to co-sponsor the event
with any other on- or off-campus group. The
artist may have contract requests regarding
billing on a marquee or other name recognition

Before making or
accepting a formal offer,

either orally or in writing,
you need to be sure your
programming board can

meet all of the major
contract requirements and

can cover the expenses
contained in the contract
and rider. At this point the
absolute non-negotiable

items must be made clear.
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concerns. If you plan on producing event sou-
venirs that include the artist’s name or picture,
you must get the artist’s approval before-
hand.

• Opening Acts—It is customary for a headlining
act to have final say on the choice of any open-
ing act. If you have already signed a contract
with the headlining act, be sure to get approval
before signing a contract with an opening act.

• Program Content—Openly discuss any concerns
your programming board may have regarding
the content of an artist’s performance. It is much
better to select an artist whose material is suited
to your audience’s tastes, or your school’s re-
quirements, than to expect an artist to radically
alter his performance for your event.

Rights and Responsibilities of the Artist

The single most important responsibility an enter-
tainer has is to perform to the best of his or her abil-
ity. The contract gives the artist certain rights to
help ensure his or her ability to meet this obligation.
These rights also exist to prevent anyone from alter-
ing the manner, form or content of their performance. 

Artist responsibilities include the following:
• Guild/Union Jurisdiction—The artist is expected

to respect the requirements of any guild or
union with jurisdiction on the campus or in the
venue. A guild or union is a collective bargain-
ing labor organization that negotiates mini-
mum wages, working conditions and terms for
all its members, which must be respected by
any employer whose business is considered
under guild/union jurisdiction.

• Cancellations—It is the artist’s responsibility to
communicate any events such as sickness, dou-
ble bookings, or more lucrative engagements
as soon as he or she becomes aware of them.
Be aware that some artists include a “television
clause” in their contracts, which allows them to
cancel a date if an opportunity to appear on
television arises. 

Acts of God/Natural Disasters

Virtually all contracts address the occurrence of
an “act of God,” which would render it impossible
for either the school or the artist to carry out the per-
formance. This category traditionally includes ef-
fects of government action or laws; labor unions; strike;
civil upheaval or war; epidemic; the interruption or
delay of transportation service; natural disasters such
as floods, hurricanes, tornadoes or fire; or any other
event beyond the control of the school or the artist.

Making Changes to a Contract or a Rider

It is very likely that in the course of your negotia-
tions with the artist or agent, you will need to remove
or change one or more requirements within the con-
tract or one of its riders. Usually this action will be
based on advice from an advisor or will be a require-
ment of your school’s legal department. In making
these changes, Strauss (1991) recommends the fol-
lowing method:

• Make two copies of the entire document, in-
cluding any riders.

• Review one copy of the contractual package
and identify for yourself needed alterations.

• Contact the agent and discuss your concerns
and/or ideas—also inquire as to any ques-
tions/concerns regarding the sponsor rider.

• Come to an agreement on the change.
• Mark the change on the original contract.
• Return the contract to the agent for his/her 

initials.
• Maintain the ‘clean’ copy of the original for your

records (p. 40).

TIP:
Interested in upgrading your CO-OP interest

level on site once a form is turned in?

Moving “up” to the CR or CB level helps the

entire CO-OP process work better, but be

aware of the commitment you are making if

you do so. Once you “upgrade” to one of

these levels, you cannot “downgrade.” Other

schools and the particular act are counting

on you to be a part of the block so that

everyone gets the routing and pricing they

need. Discuss upgrading with your delega-

tion and have an advisor review any con-

tract before you do so. Make sure to use the

Campus Activities Marketplace time to dis-

cuss ALL contract and rider requirements for

the program with the representing agency

before you upgrade to a CR or CB. Be an

informed consumer! (Note: Sample copies of

contracts and riders for all showcasing

artists and alternates can be found in the

CO-OP Buying Center in the Campus

Activities Marketplace.)
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Ethical Considerations

To help prevent broken agreements and to ensure
goodwill, both you and the artist or agent with whom
you are dealing should strive to conscientiously ad-
here to the widely accepted ethical principles described
below. Please note that the term “agency/attrac-
tion” is defined as any act, artist, performer, speaker,
individual, group, product or service that is either self-
represented or represented by an agency.

As a programming board member, you should ne-
gotiate potential agreements only if you have the au-
t h o r i t y  t o  d o  s o.  W h e n  d i s c u s s i n g  p o t e nt i a l
performance dates with agents, return telephone calls
and answer any correspondence promptly (i.e. letter,
fax or e-mail). Agents/attractions expect you to re-
spond promptly to offers and, if you are accepting or
declining an offer, to be clear and explicit about your
intentions. As a programmer, promptly sign and return
all contracts, riders and addenda, and, once again, be
clear about who has the authority to sign agreements,
etc. During the negotiation process, be certain that of-
fers, acceptances, revisions and requests for infor-
mation are expressed in writing to ensure clear
understandings.

Never sign an agreement without thoroughly un-
derstanding all parts of it. Programmers should be
clear about the methods and timing of payment
during negotiations and in the contract. For your own
protection, specify all activities and expectations of
the attraction in writing—the agency or firm is re-
sponsible for informing the attraction of your school’s
expectations. 

When dealing with any agency, you as a program-
mer have a right to expect that anyone acting on
behalf of the agency/attraction will negotiate po-
tential agreements only if they have the authority to
do so. You also have a right to be informed by agen-
cies/attractions about exclusive and non-exclusive rep-
resentation rights, arrangements or agreements.
The agency/attractions should return your telephone
calls and answer your correspondence promptly. As
a programmer, you deserve to have a clear under-
standing about who in the agency/attraction has
the authority to sign agreements, approve changes,
etc., on behalf of the artist/attraction. In addition, an
attraction should be able and willing to fulfill the el-
ements of any offer made to a school and, if an offer
is conditional, make such conditions clear to the school
member during negotiations. Agencies/attractions
who sign contracts on behalf of an artist are respon-
sible for honoring the agreement unless the con-
tract specifically states otherwise. Likewise, school
programmers have a right to be promptly informed if
any contract requirement cannot be fulfilled by agen-
cies and/or the attraction.

Ethically, oral agreements and commitments should
be honored, but oral agreements are not necessarily
binding—both schools and agencies should complete
a written contract. Similarly, neither agencies/at-
tractions nor student programmers should discuss po-
tential bookings for dates they believe might fall
through, and agencies/attractions should not enter
into agreements with the express intent to offer a sub-
stitute or replacement for the agreed upon attraction. 

To help ensure fairness in their agreements, agen-
cies/attractions and school programmers should avoid
excessive requirements or demands in any contract
riders. Alternatively, agencies/attractions should quote
student programmers fair market value fees for per-
formances that are equivalent to fees usually paid
to the attraction by other schools. Lastly, both agen-
cies/attractions and student programmers should
honor the terms of any agreements made by former
agents or former programmers (NACA, p. 184).

These principles have been paraphrased from the
NACA Statement of Business Ethics and Standards. An
excellent resource for educating your programming
board on ethical business principles, the NACA
Statement can be found online at www.naca.org/NACA
/About/Statements/BusinessEthics.htm.

The Best Events Begin and End with
One Word—Integrity

The key to turning the programming opportunities
before your board into successes is to conduct your-
self and your programming board business dealings
with integrity and fairness. By embodying these two
concepts, you can eliminate most potential prob-
lems and minimize potentially serious misunder-
standings. By keeping the promises your programming
board makes in signing a contract, dealing fairly and
honestly, and only promising those things you know
you can deliver, you help ensure that your events occur
as planned. This creates credibility in the eyes of
your fellow students and your school’s faculty and staff.
This credibility, in turn, helps reinforce your board’s
image as an organization whose members behave with
integrity, which is exactly the kind of programming
board with which an artist or agency wants to do busi-
ness. As you can see, your integrity as individuals
and as a programming board will allow you the op-
portunity to do business with those agencies that rep-
resent the best in the campus activities marketplace.
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