
The Independents
Britain’s new cultural entrepreneurs

Charles Leadbeater and Kate Oakley

Other publications available from Demos:

Civic Entrepreneurship

Civic Spirit

The Creative City

The Rise of the Social Entrepreneur

To Our Mutual Advantage

Charles Leadbeater’s most recent book, 
Living on Thin Air: The new economy,

is published Viking.



 

Open access. Some rights reserved.  

 

As the publisher of this work, Demos has an open access policy which enables anyone to access 
our content electronically without charge.  

We want to encourage the circulation of our work as widely as possible without affecting the 
ownership of the copyright, which remains with the copyright holder.  

Users are welcome to download, save, perform or distribute this work electronically or in any 
other format, including in foreign language translation without written permission subject to the 
conditions set out in the Demos open access licence which you can read here.  

Please read and consider the full licence.  The following are some of the conditions imposed by the 
licence: 

• Demos and the author(s) are credited; 

• The Demos website address (www.demos.co.uk) is published together with a copy of this 
policy statement in a prominent position; 

• The text is not altered and is used in full (the use of extracts under existing fair usage rights 
is not affected by this condition); 

• The work is not resold; 

• A copy of the work or link to its use online is sent to the address below for our archive. 

By downloading publications, you are confirming that you have read and accepted the terms of 
the Demos open access licence. 

Copyright Department 
Demos 
Elizabeth House 
39 York Road 
London SE1 7NQ 
United Kingdom 

copyright@demos.co.uk 

You are welcome to ask for permission to use this work for purposes other than those covered by 
the Demos open access licence. 

 

 

 

Demos gratefully acknowledges the work of Lawrence Lessig and Creative Commons which 
inspired our approach to copyright. The Demos circulation licence is adapted from the 
‘attribution/no derivatives/non-commercial’ version of the Creative Commons licence.  

To find out more about Creative Commons licences go to www.creativecommons.org 

http://www.demos.co.uk/licence
http://www.demos.co.uk/licence
http://www.demos.co.uk
mailto:copyright@demos.co.uk
http://www.creativecommons.org
http://www.creativecommons.org


Contents

Acknowledgements 7

1. The Independents 9

2. Why cultural entrepreneurs matter 13

3. Independent characters 20

4. Innovative cities 31

5. Promoting cultural enterprise 41

Appendix: the four cities 50

Notes 75

First published in 1999 by

Demos

Panton House

25 Haymarket

London SW1Y 4EN

Telephone: 0171 321 2200

Facsimile: 0171 321 2342

email: mail@demos.co.uk

© Demos 1999

All rights reserved

ISBN 1 898309 96 5

Printed in Great Britain by Redwood Books, Trowbridge

Design by Lindsay Nash

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

This page is covered by the Demos open access licence. Some rights reserved. 
Full details of licence conditions are available at www.demos.co.uk/openaccess 



Demos 7

Acknowledgements

This research was made possible by generous grants from the BBC; the

D e p a rtment of Trade and Industry; the Department for Culture, Media

and Sport; the National Endowment of Science, Technology and the

Arts; the Iron and Steel Trades Confederation; Sun Microsystems; Cap

Gemini; and Sheffield Local Education Authority.

We are indebted to the wide range of people who agreed to be inter-

vi ewed in the course of this re s e a rch in Glasgow, Card i ff, Sheffield and

Brighton. We interviewed people in local authorities, economic devel-

opment age ncies, large companies, univers ities and bro a d c a sting as we l l

as tens of cultural entrepreneurs running micro-businesses. We are

grateful to them for the time they gave us.

We also benefited from talking to and reading the work of many

people who have already writ ten in this field, including Justin O’ C o n n or

at the Manchester Institute for Popular Culture, David Clarke of David

C l a r ke Associates in Card i ff, Angela McRobbie and Scott Lash at

Goldsmith’s College, Phil Cooke at Cardiff University, Will Bell at the

Arts Council of England and Kay Henning of Catalyst Media.

We would also like to thank Wilf Stevenson and Lizzie Mills at the

Smith Institute and Philip Dodd at the ICA for their help in coordinat-

ing this pro j e ct and the at tendant seminars which, with the perm i s s i o n

of Gordon Brown, the Chancellor of the Exchequer, were run in the

summer of 1999 at Number 11 Downing Street.

Thanks also to Tom Bentley for helpful comments on earlier drafts

of this report and Lindsay Nash who produced it.

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

This page is covered by the Demos open access licence. Some rights reserved. 
Full details of licence conditions are available at www.demos.co.uk/openaccess 



Demos 9

1. The Independents

Aargh!

Deiniol Morris is very tired. In the last year he has had one we e k’s holiday

and he got that only thanks to an unforeseen delay in his latest project.

M orris is an animator. He runs Aargh! Animation with Michael Mort ,

his business partner and fe l l ow animator. Mort and Morris work fro m

a unit on a nondescript industrial est ate near Card i ff ’s docks. A handfu l

o f m o d e l - m a ke rs work in a darkened at t ic above the main wor ks h o p

th at houses the two studios where Morris and Mort make their fi l m s .

M orris is ty p ical of the new breed of young, independent, cultural entre-

p re n e u rs who are dri ving the grow th of some of B rit a i n’s most dynamic

industries: design, music, fashion, computer graphics and games, film

and te l evision. Morris’ story exe mp l i fies the opport u n ities and pre s s u re s

as one of the new ‘Independents’.

M orris left school at eighteen with an A- l evel in Art and then sp e n t

s even ye a rs playing in Welsh language ro ck bands. For much of this time

he was on the dole. But ro ck music is a gre at training ground and

th rough his bands Morris st a rted working on gra p h ics for pop vi d e o s .

At the age of 24 he decided it was time to go to college. While studying

for an arts fo u n d ation course in Bangor, Deiniol met some animators

from Card i ff who recommended he should go to the New p ort Fi l m

S chool, where he did a two- year Higher National Diploma in animation. 

A fter leaving film school, Deiniol and a friend from one of his bands

d reamt up the Gogs: the animated tale of a family of grunting cav e

d we l l e rs who by ch a nce discover fi re. Through contacts in the ro ck busi-

ness, Deiniol sold the Gogs idea to the commissioner for yo u th

p ro grammes at S4C, the Welsh language te l evision channel. The fi rst
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(4 per cent of gross domestic product) and had export earnings of £6.9

billion. These industries are growing at almost twice the rate of th e

e c o n o my as a whole, driven by powe rful forces: cheaper and more powe r-

ful communic ations and computing, the sp read of the Inte rnet and

grow th in digital networ ks, which are opening up new distri b u t i o n

channels for small pro d u c e rs to serve global markets. As incomes and

l ite ra cy levels rise around the world, so does the audience for English

language services and content.

The Independents, like Morris and Mort, are a dri ving force of th i s

grow th. A large and growing share of e mp l oyment in these industries is

a c c o u n ted for by the self-e mp l oyed, fre e l a nc e rs and mic ro- b u s i n e s s e s .

These new Independents are often pro d u c e rs, designers, re t a i l e rs and

p ro m o te rs all at the same time. They do not fit into neat cate g ories. The

Independents th rive on informal networ ks th rough which th ey or ga n i s e

work, often employing friends and former classmates. Although some

are ambitious entrepreneurs, many want their businesses to stay small

because th ey want to retain their independence and their focus on th e i r

c re at i vity. Yet th at does not mean th ey see th e m s e lves as art i sts who

d e s e rve public subsidy. They want to make their own way in the marke t .

T h ey have few tangible assets other than a couple of c o mp u te rs. They

u s u a l ly work from home or from nondescript and often ru n -d own wor k-

shops. Their main assets are their creativity, skill, ingenuity and imagi-

n ation. Ac ross Britain th e re are thousands of young Independents

working from bedrooms and ga ra ges, wor kshops and ru n -d own offic e s ,

hoping that they will come up with the next Hotmail or Netscape, the

next Lara Croft or Diddy Kong, the next Wallace and Gromit or Notting

Hill.

Yet alongside the grow th of this th ri ving ecology of small indepen-

dents, two other trends are reshaping these cultural industries. One is

the rapid pace of technological change, particularly digitalisation and

the Inte rnet, which is fu n d a m e n t a l ly alte ring how te l evision, film soft-

w a re and ente rtainment will be distri b u ted, stored and vi ewed. Anoth e r

is the growing role of large companies, with global brands and reach,

th at inc re a s i n g ly dominate the distribution and publishing of c o m m e r-

cial culture: Mic ro s o ft and Sony, Dre a m wor ks and Disney, Time Wa rn e r

and QVC. One of the aims of this report is to show how policy-makers

can re spond to give these young, often fragile companies a better ch a nc e

10 Demos
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s e ries of six fi v e- m i n u te films led to a second, which won crit ical acclaim

as well as a contra ct to make an advertisement for Levi ’s. Deiniol and

M ichael we re fre e l a nc e rs but became comp a ny dire ctors when th ey

created Aargh!. In 1998 they made a feature length animation with the

BBC called Gogwana, as well as several other S4C animation projects. 

By any st a n d a rds, Deiniol Morris is a success. After a lack l u stre time at

school and a long spell of unemployment, he invested heavily in learn-

ing new skills, became self-e mp l oyed and now runs his own business,

w h ich emp l oys six st a ff full-time and as many as twe n ty fre e l a nc e rs

when pro d u ctions are in fu l l -swing. The Gogs films have been sold to

m ore than 60 countries and Aa r g h ! ’s work has won crit ical acclaim

a round the world. Morris is not rich but as an established animat i o n

d i re ctor he earns more than many of his conte mp ora ries. Yet life at

Aargh! is anything but comfortable.

L i ke most of the new Independents, Deiniol and Michael are doing

w h at th ey want to do but th ey are also caught in a bind. Aargh! is admin-

i ste red by a young pro d u ction assistant who fre e ly admits to being

‘ stre s s e d -o u t’. The comp a ny ’s turn over is sev e ral hundred th o u s a n d

pounds a ye a r, but neither Deiniol nor Michael we re trained in basic

business skills, such as negotiating contra cts, planning budgets or

dealing with company finances. They acknowledge they need to hire a

managing dire ctor, but finding the right person to work in such a tight

k n it and young comp a ny will not be easy. Even finding the time to

address that issue is difficult. Aargh!’s income mainly comes from the

fees it earns from making films; it does not earn much from roy a l t i e s

on its pro d u cts. To keep Aargh! going Morris and Mort have to sust a i n

this cash-f l ow, which means th ey are on a treadmill to deliver

programmes to broadcasters. That leaves them little time to dream up

the new ideas on which the comp a ny ’s fu t u re depends. Aa r g h ! ’s

stre n g ths and weaknesses are mirrored in thousands of young busi-

nesses cre ated in the past decade by independents in the ra p i d ly expand-

ing cultural industries. 

A growing share of the emp l oyment and output of some of the faste st

growing sectors of the British economy is accounted for by this new

b reed of Independents. The gov e rn m e n t’s Cre ative Industries Task Forc e

estimated that the cultural industries generate revenues of £50 billion

a ye a r, emp l oy 982,000 and ge n e rate va l u e-added of about £25 billion
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2. Why cultural entrepreneurs matter

It is all too easy to dismiss cultural entrepreneurs as marginal, fashion

conscious and ephemeral: a distra ction from the real business of m a n u-

f a ct u ring or fi n a ncial services. The new Independents mat ter not just

because they will be a source of jobs and growth in the future but also

because th ey provide one model of h ow work and pro d u ction is like ly to

change in the future in other sectors. Our research shows that cultural

entrepreneurs matter for six main reasons, as set out below.

Jobs and growth 

C u l t u ral industries are inc re a s i n g ly imp ortant to the ge n e ration of n ew

jobs and economic growth.1 Even on modest assumptions of 4 to 5 per

cent grow th in these industries, twice the rate of the economy as a

whole, th ey could emp l oy 1.5 million and ge n e rate revenues of £ 8 0

billion, worth 6 per cent of gross domest ic pro d u ct, by the end the next

decade. These estimates from the Creative Industries Task Force report

a re confi rmed by our findings. The cultural industries emp l oy betwe e n

2 and 8 per cent of the wor k force in most British cities, rising to perhaps

10 per cent in London. To take Manch e ster as an exa mple, a detailed

a n a lysis by the Manch e ster Inst it u te of Popular Culture2 found th at 6

per cent of the Manch e ster wor k force we re emp l oyed in cultural indus-

tries, more than in constru ction and close to the scale of the long-e st a b-

lished tra n sp ort and communic ations sectors. The Independents account

for perhaps two- th i rds of the output of the faster growing sectors with i n

the cultural economy.

12 Demos
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of surviving amidst the swirl of these much larger forces. The capacity

for the cultural industries, which are big exporters, to generate growth

in jobs will in large part depend on whether this emerging base can be

developed and strengthened to withstand the turbulence of the global

markets upon which their output will increasingly depend.

One of the main findings of this re s e a rch is th at th e re is a large

‘missing middle’ in public policy at a national level and also, crit ic a l ly, at

the regional and local level, where it most counts. Policy-makers know

l ittle about this new ge n e ration of e n tre p re n e u rs – how th ey wor k ,

w h e re th ey come from, what makes them tick, their dist i nctive needs –

n or how to inte ra ct with them. One of the ch i e f aims of this re p ort is to

close that gap.

Based on dozens of i n te rvi ews in Glasgow, Card i ff, Bri g h ton and

S h e ffield, we have developed a pro file of c u l t u ral entre p re n e u rs and

the stre n g ths and weaknesses of the businesses th ey cre ate. We explore

the milieu in which they thrive, which is often in cities and usually in

n e t wor ks th at link them to larger or ga n i s ations, such as bro a d c a ste rs

or commercial publishers and distri b u tors. The re p ort examines th e

d i ffe rent appro a ches of the four cities to the promotion of c u l t u ra l

e n tre p re n e u rs and draws conclusions about how national and local

p o l icy could be made more effe ctive. Fi rst, howev e r, we look at why th i s

new generation of cultural entrepreneurs matter.
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Why cultural entrepreneurs matter

p ri m a ri ly benefited large or ga n i s ations. The Independents feel enabled,

not threatened, by new technology.

Va l u e s .The Independents we re brought up by parents who we re te e n a ge rs

in the 1950s and 1960s, and th ey th e m s e lves became te e n a ge rs under

M rs Thatch e r. They are anti-e stablishment, anti-tra d it i o n a l i st and in

re sp e cts highly indivi d u a l i st ic: th ey prize freedom, auto n o my and

ch o ice. These values pre d i spose them to pursue self-e mp l oyment and

entrepreneurship in a spirit of self-exploration and self-fulfilment. 

Economics.The Independents came into the workforce in the late 1980s

and 1990s as public subsidies to the arts we re under pre s s u re and many

l a r ge commercial or ga n i s ations we re in the midst of d ow n s i z i n g .

C a re e rs in large or ga n i s ations became more risky and unc e rtain: self-

employment and entrepreneurship became a more realistic option.

These th ree factors – te ch n o l o g y, values and economics – hav e

c o nv e r ged to make self-e mp l oyment and entre p re n e u rship a nat u ra l

choice for young people in these industries. The risks that would have

put off their parents do not daunt them. Their values encourage them

tow a rds entre p re n e u rship. The falling price of te chnology makes self-

e mp l oyment a real possibility. The crisis of e mp l oyment in large or ga n-

isations makes it a more attractive option. 

L i fe as an Independent is not nirvana, nor even necessari ly a recipe for

making money. It can provide ch o ice, auto n o my and sat i s f a ction but it

also invo lves constant unc e rt a i n ty, insecurity and ch a n ge. Many yo u n g

people find this tra d e-o ff o f a u to n o my aga i n st insecurity more at tra c-

tive than working for a large, imp e rsonal or ga n i s ation. The Independents

h ave an appro a ch to developing a career as a portfolio of p ro j e cts, con-

t a cts and skills th at may become inc re a s i n g ly imp ortant in other sectors

o f the economy.

A model of creative production

The Independents are developing a highly collaborative, cre ative and

n e t wor ked model of p ro d u ction, which shows how other industri e s

could be or ganised in fu t u re. These businesses are built on the commer-

cial application of creativity. That is why they may have much to teach

14 Demos
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Local economic growth

C u l t u ral industries can cre ate local sustainable jobs, which are less prey

to the ups and downs of the global economy than, for example, jobs in

branch offices and factories of large multinational companies. 

C u l t u ral industries are people intensive rather than capital inte n s i v e .

T h ey raise few of the envi ronmental conc e rns th at surround large

i n d u strial developments. Cultural entre p re n e u rs within a city or re g i o n

tend to be densely inte rc o n n e cted. They trade with one another: pop

bands need videos made, video make rs need gra p h ic designers. This high

l evel of i n te rnal trade within the cultural industries means th at an extra

£ 100 of spending on the output of these industries will tend to ge n e rate

more local jobs than an £100 spent on tradable commodities. 

Cultural entrepreneurs, who often work within networks of collabo-

rators within cities, are a good example of the economics of proximity.

T h ey th rive on easy access to local, tacit know- h ow – a style, a look, a

sound – which is not accessible globally. Thus the cultural industri e s

based on local know- h ow and skills show how cities can negotiate a new

a c c o m m o d ation with the global market, in which cultural pro d u c e rs

sell into much larger markets but re ly upon a dist i nctive and defe n s i-

ble local base.

A new model of work

The Independents re p resent a vision of the fu t u re of work with new

te chnology th at is esp e c i a l ly appealing to the young and could inf l u-

e nce the development of o ther service industries in which self-e mp l oy-

ment and micro-businesses are growing.

In the 1980s it was commonplace to argue that new technology was

c re ating a fu t u re in which capital would do without wor ke rs: wor ke r-

less factories and paperless offices would usher in ‘the end of wor k’. The

Independents represent a quite different vision of the future of work:

workers who want to do without capital.3

The Independents of the 1990s have emerged from a convergence of

three forces: 

Technology. This is the first generation that grew up with computers and

th at understands how to reap the benefits of m o d e rn computing powe r

and communic ations. In earlier decades, inc reased comp u ter powe r
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i nclude retailing, re st a u rants, hotels, bars and cafes, th ey can ofte n

create jobs in these sectors. 

Secondly, cities that once based their identities around manufacture

and trade are inc re a s i n g ly turning to sp ort and culture as a source of

c i vic pride. Culture is inc re a s i n g ly central to how cities ‘bra n d’ th e m-

s e lves to at tra ct students, inward inv e stment and to u ri sts. One of th e

m o st outstanding recent exa mples of this strategy is the tra n s form a-

tion of B i l b a o ’s inte rn ational re p u t ation with the building of Fra n k

G e h ry ’s Guggenheim Museum. Cultural entre p re n e u rship at the civic

level will be critical to instil a renewed a sense of purpose, especially in

c ities th at have been hollowed out by job losses and economic decline. To

be effective, however, this demand-side approach to ‘rebranding’ a city

with a new cultural image has to be matched by investment in indige-

nous production and business creation. 

Social cohesion

C u l t u ral entre p re n e u rs can play a crit ical role in promoting social cohe-

sion and a sense of belonging. That is because art, culture and sp ort

c re ate meeting places for people in an inc re a s i n g ly divers i fied, fra g-

m e n ted and unequal society. Once these meeting places might have been

provided by work, religion or trade unions. 

A rt and culture play a central role in some of the most imp re s s i v e

e xa mples of social entre p re n e u rship, such as the Bro m l ey- by- B ow

p ro j e ct in the London’s East End. Culture provided a central focus for

the debate over Scottish identity in the run up to devolution, for

e xa mple, th rough the opening of the National Museum of S c o t l a n d .

C u l t u re is often consumed public ly and jointly, it helps to provide a fl ow

o f s h a red experi e nces, language and images. For exa mple, much modern

pop music, and the fashion, language and style which goes with it ,

would be inc o nc e i vable without the inf l u e nce of b l a ck music fro m

w h ich it sp rang. Black people have pro b a b ly had more infl u e nce on th e

dominant culture in Britain th rough pop music than any other channel. 

Yet the growth of the cultural industries also poses some significant

ch a l l e n ges in te rms of social cohesion. Gra d u ates make up a higher

p ro p ortion of people in the yo u n ge st and faste st growing sectors than in

o ther parts of the economy. Re l at i v e ly few cultural entre p re n e u rs are

from eth n ic minority backgrounds. There is also a pro n o u nced re g i o n a l

16 Demos
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c o mpanies in other industries, from retailing and consumer goods to

s o ft w a re and biote ch n o l o g y, in which comp e t ition is inc re a s i n g ly dri v e n

by innovation. The way cultural entre p re n e u rs or ganise their cre at i vity

carries lessons for other businesses. Independents have individualistic

values but highly collaborative working pra ct ices. Their collaborat i v e

n e t wor ks provide lessons for other sectors th at are developing more

n e t wor ked forms of or ga n i s ation, with more people working at home

or as self-e mp l oyed ‘e- l a nc e rs ’. The cultural industries are home to

fre quent job-hopping. Pa rt n e rships, bands and teams are formed and

reformed. In the process ideas and skills get spread. The predominance

o f team-based pro j e ct work means people have to learn how to tru st one

a n o ther very sp e e d i ly. Other industries, in which large companies hav e

predominated, may well have to come to learn these skills which seem

intuitive to the Independents.

The future of cities

C u l t u ral industries and entre p re n e u rs will play a crit ical role in revi vi n g

l a r ge cities th at have suffe red economic decline and dislocation over th e

p a st two decades. Culture is not just a source of jobs and income but

also a sense of c o n fi d e nce and belonging. Cities th at have inv e ste d

s u c c e s s fu l ly in cultural re n ewal do so to ge n e rate not just economic

growth but also a renewed sense of civic pride and purpose. 

M o d e rn cities are nothing if th ey are not cre ative. They are centre s

for the large st and most diverse audiences for the consumption of

c u l t u re and, as a result, cities are also home to the most pro d u ctive clus-

te rs of c u l t u ral businesses. Cities at tra ct newc o m e rs and outsiders; th ey

a re places where people and ideas mix and mingle. They are places

w h e re know l e d ge and ideas are cre ated, te sted, shared, adapted and

disseminated.4 Policy towards the cultural industries is largely for and

about cities. Cultural entre p re n e u rs will play two main roles in th e

regeneration of our larger cities.

Fi rst ly, cultural entre p re n e u rs often take over offices, warehouses and

f a ctories left behind by the demise of older city-based industri e s .

E mp l oyment in the cultural industries is pri m a ri ly metro p o l itan: about

65 per cent of original production in cultural industries takes place in

c it i e s .5 These industries th rive on a milieu th at is it s e l f c re ative and

l i v e ly. Thus although the cultural industries do not, strict ly sp e a k i n g ,
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ness advice but they want it from peers with whom they can iden-

tify rather than from ‘men in suits’ with little knowledge of these

new industries.

● Fi n a nce is often unavailable at the time and of the scale these entre-

p re n e u rs want. Often at the outset when th ey are developing th e i r

ideas th ey need very small sums of m o n ey: a few thousand pounds

to buy some comp u te rs. That mic ro-c re d it is often hard to come by.

L ater when th ey are hoping to develop their own pro d u cts th ey

need a form of v e n t u re capital. Although venture capital has

become easier to access, many of these businesses find it hard to

raise. 

This shortfall in the capacity of public policy is part of the ‘missing

middle’ – the institutions and policies that should stand between these

small businesses and the global companies th ey are often supply i n g .

Pa rt ly – but only part ly – as a result of this shortfall, many cultural entre-

p re n e u rs run fragile, low- grow th companies in industries th at have low

b a rri e rs to entry and a high turn over of talent and ideas. Their busi-

nesses are often under-capitalised and lack the management skills and

b a r gaining power to deal with national and inte rn ational publishers

and distri b u tors. As a result many of these businesses do not realise th e i r

full potential for growth.

18 Demos
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split in the distribution of jobs within these industries: London takes a

far larger share of jobs in these industries than it does in other indus-

tries. 

So although cultural consumption is crit ical to social cohesion, th e s e

c u l t u ral industries are less socially inclusive in te rms of e mp l oym e n t

than other industries. 

Conclusion: unrealised potential

The rise of the cultural entre p re n e u rs has exposed a serious shortf a l l

in public policy. This is a classic exa mple of h ow the speed of ch a n ge in

s o c i e ty – in te ch n o l o g y, values, consumer habits and business or ga n i s a-

tion – frequently outpaces the capacity of public policy to learn, adapt

and respond. Public policy is lagging behind for numerous reasons:

● Traditional arts and culture policy has focused on grant-giving to

subsidised inst itutions for visual and perform a nce arts. Tra d it i o n a l

‘ p u b l ic’ arts bodies know re l at i v e ly little about commercial, cultura l

entrepreneurs, who are often suspicious of public subsidies. They

want to prove themselves in the commercial market.

● Policy-making within local and national government is often split

b e t ween ‘culture’ and ‘economic dev e l o p m e n t’ departments th at

have different agendas. 

● Po l icy- m a ke rs in economic development age ncies – the We l s h

D evelopment Age ncy and the Scottish Development Age ncy, for

e xa mple – are used to dealing with large inward inv e stment pro j e ct s

th at bring hundreds of jobs. They lack the know l e d ge, time and

tools to help develop a cluster of hundreds of independent micro-

businesses.

● C u l t u ral entre p re n e u rs need to develop a mix of c re ative and busi-

ness skills often at diffe rent st a ges of their care e rs. Education inst i-

tutions are often too inflexible to deliver these skills as and when

the entrepreneurs need them. The skills of cultural entrepreneur-

ship, managing a ro ck band for exa mple, can be learned but usually

from experience and peers rather than in a classroom. 

● Business advice and fi n a nce, for exa mple th rough the Business

L i n ks scheme or via the banks, is tailored to the needs of m a i n-

stream businesses. Cultural entre p re n e u rs recognise th ey need busi-
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c u l t u ral sector: 13 per cent of c u l t u ral sector emp l oyees are in te mp o-

rary jobs, twice the national average, rising to a fifth in film and televi-

sion. That means close to 40 per cent of the wor k force whose main job is

in the cultural sector are in a form of s e l f -e mp l oyment and about 60 per

cent of the workforce are either self-employed or work for a small busi-

ness employing less than 25 people. 

The wor k force in these industries is disp ro p ort i o n ate ly young: a th i rd

o f people working in the cultural sector are aged between twe n ty and

34, comp a red with 26 per cent for the economy as a whole. The rate of

s e l f -e mp l oyment is much higher in yo u n ge r, newer sectors of the cultura l

i n d u stries and is lower in the subsidised and public cultural sectors, such

as museums and ga l l e ries, which tend to have an older wor k force. For

e xa mple, about 30 per cent of the wor k force in performing and vi s u a l

a rts, museums and libra ries is over 50 ye a rs old, whereas a fi fth of th e

wor k force in the film industry is under 25. Emp l oyment in the cultura l

s e ctor is sp l it ro u g h ly equ a l ly between men (55 per cent) and women (45

per cent), although the pro p ortion of women is higher in yo u n ger indus-

tries. Eth n ic minorities are under- re p re s e n ted in these industri e s .

The new independents are well educated. About 31 per cent we re

e d u c ated to degree level, and a fu rther 12 per cent passed th rough oth e r

forms of higher education, a total of 43 per cent, comp a red with 22 per

cent in the economy as a whole. Only 11 per cent of the wor k force in

these industries has qu a l i fic ations equ i valent to an ‘O’ level or less, a far

l ower pro p ortion than for the economy as a whole. For yo u n ger people,

higher education is increasingly the gateway to the newer more knowl-

e d ge- i n tensive industries: 77 per cent of those between twe n ty and 34 in

the cultural sector have a degree.

H owever higher education does not mat ter because degree cours e s

p rovide people with formal training or skills in art i st ic pro d u ction: only

a te n th of people working in the cultural sector have formal cre at i v e

arts qualifications. Higher education is important to the new Indepen-

dents because a period at univers ity allows them to experiment; univer-

sity towns deliver large audiences for experimental, cheaply produced

c u l t u re and cultural entre p re n e u rs often meet their fu t u re part n e rs

and collaborators at college. Un i v e rs ities are inc u b ators for cultura l

entrepreneurs. Although these industries are still open to people with

talent but no formal qualifications – the computer games industry is a
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Where did they come from?

The new cultural entre p re n e u rs have come in th ree waves. Fi rst, we re

independents in trades with a tradition of self-employment and small

business, from arch ite ct u ral and design part n e rships to ro ck bands.

Second, we re the ge n e ration of independent te l evision pro d u c e rs

created by the contracting out of television programme production in

the 1980s, th rough Channel Four and the growing role of i n d e p e n d e n t

p ro d u ction within the BBC. Independent te l evision companies hav e

since branched out into film and radio, and also encouraged their own

independent suppliers of graphics, music and set design. Broadcasters

s u ch as the BBC should play a crit ical role in developing and re- i nv e st i n g

in this network. Third, a new ge n e ration of c u l t u ral entre p re n e u rs

e m e r ged in the 1990s, in multimedia, design, comp u ter games, Inte rn e t

s e rvices, fashion and music. These new entre p re n e u rs are less depen-

dent than their 1980s counte r p a rts on bro a d c a sting. They are more inte r-

n ational in outlook, more at home with digital te chnologies and happier

to work across several media. They are often creators, producers, retail-

ers, employers and public relations promoters all at the same time. 

According to the government’s Cultural Trends survey, about 34 per

cent of people working in the cultural sector are self-e mp l oye d ,

c o mp a red with an av e ra ge of 15 per cent for the economy as a whole.

S e l f -e mp l oyment in the cultural sector rose by 81 per cent in the cours e

o f the 1980s, comp a red with 53 per cent in the economy as a whole.6

W h e re people combine a job in the cultural sector with emp l oym e n t

e l s ew h e re, the rate of s e l f -e mp l oyment goes up to 65 per cent.7

Te mp ora ry and seasonal emp l oyment is far more common in th e
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a c c e p t a nce of the market is pra g m at ic. They are not ideologic a l ly commit-

ted to it: th ey see it as the best way to pursue what th ey want to do. 

Their at t itude tow a rds money is as ambivalent as their at t itude to th e

m a r ket. In ways th ey are non-mate ri a l i st ic. They are pre p a red to earn

re l at i v e ly little – most people we inte rvi ewed we re earning £10,000 to

£20,000 a year – for long periods as the price of doing what th ey want to

do. One exa mple is Zap Pro d u ctions, which st a rted life by cre ating a

famous Brighton nightclub and which now runs street-theatre produc-

tions. Zap has a turnover of £1 million a year. Its founder Dave Reeves

pays himself £20,000 a year and his ten staff get about £12,000 a year.

The Independents’ offices are unfu s s y, fu nctional and usually fu rn i s h e d

from second hand fu rn it u re stores. But this does not mean th at th ey are

i n to ‘art for art’s sake’. They do not re ga rd art i st ic pov e rty as a measure of

c re at i vity. Most say th ey would like to ‘make it’ and ‘get rich ’. They do

not want to make their money by building or ga n i s ational we a l th in th e

form of a large company. Instead they want to ‘have a hit’ or ‘be discov-

ered’.

Ve ry few of the entre p re n e u rs we inte rvi ewed had ever gone to th e

bank or outside inv e stors to raise money. This is mainly because th ey

assume outside fi n a nce would be too difficult to raise and too constra i n-

ing on their freedom of action. Most are proud that they have funded

their companies entire ly from their own grow th, although this can also

heavily constrain their development.

‘We’ve never been to a bank and never had an overdraft. We have

funded our own expansion from our own income. If you run too fast

and expand too quick you just see the good side of things, get over opti-

mistic and don’t see the crap coming towards you. We work hard and

stay balanced.’ 

Peter Barker, Desktop Displays, Brighton

How they work

‘The process inside our company is like sustained chaos. It’s an intuitive

process, which we can handle because we’ve been doing it for so long.

But it’s also vital to build relationships with customers so we really

understand what they want and aspire to. It’s not a soft culture: when
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p rime exa mple where young entre p re n e u rs have made it often because

they decided not to go to university but to develop games instead – the

scope for the talented non-gra d u ate is dwindling. The expansion of

higher education will play a vital role in opening up opport u n ities in

these industries to all social groups.

Values and ambitions

‘I decided early on that I did not want to work for anyone else and I have

never had a job’

Stella Cardus, co founder Desktop Displays, Brighton

‘A ny business has to be well managed, including a cre a t i ve one. If yo u

cannot make the business stand up commerc i a l ly you shouldn’t be doing it.’

Janice Kirkpatrick, co-founder, Graven Images design studio,

Glasgow

The new bre e d’s most imp ortant ch a ra cte ri st ic is their sense of i n d e-

p e n d e nce. Self-e mp l oyment is ra re ly a stepping stone to emp l oyment in

a larger or ga n i s ation. Most people who are self-e mp l oyed in the cultura l

sector want to stay that way. They do not want to work for large organi-

s ations: th ey recognise th at emp l oyment has become more insecure and

u n stable; th ey do not want to be told what to do; th ey do not want to be

part of a corporate culture or formal career structure; they prize their

small scale as the basis for the intimate and creative character of their

work. They opt for self-e mp l oyment or mic ro-e n tre p re n e u rship because

i n d e p e n d e nce will give them a sense of a u th orship and ow n e rship: it is

the best way for them to develop their own work.

H owev e r, this antipathy to life in large or ga n i s ations does not mean

these independents want a life of l e i s u re supported by public subsidy.

On the contra ry, th ey are often susp icious of p u b l ic sector grants and

subsidies, in part because these come with too many ‘strings’ at t a ch e d .

T h ey want to prove th e m s e lves in the commercial market. They re c o g-

nise th at making it on their own, in the market, is perhaps a crit ical te st

o f their ability, whether in pop, comp u ter games, design or fashion. These

independents are negotiating a space within the market economy where

th ey can pursue their inte re sts and develop their own pro d u cts. Their
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larger businesses that pride themselves on punishing work sched-

ules for executives that leave little room for thinking and creating

new ideas.

● T h ey combine individualistic values with collabora t i ve wo r k i n g .C u l t u ra l

p ro d u c e rs ge n e ra l ly have a core discipline, for exa mple, as a

d e s i g n e r, dire ctor, camera operator or animator. These skills are

their central contribution to the cre ative process. However th ey

recognise their part icular skill is next to useless unless it can be

combined with the skills of o th e rs: pro d u c e rs, set designers, actors ,

m u s icians. Although th e re are plenty of p rima donnas, th e s e

Independents accept collaborative te a m - working as the norm. They

expect to work in teams; they collaborate to compete.

● They are members of a wider creative community. Creative communities

can provide ideas, contacts, comp l e m e n t a ry skills, venues and

access to the market. They induce a process of intense rivalry and

c o mp e t ition as well as promoting cooperation and collaborat i o n .

These cre ative communities are inva ri a b ly formed within cit i e s ,

o ften around hubs: univers ities, arts centres, managed wor ksp a c e s

or broadcasters. 

The independent business

‘Graven Images is not going to get bigger. It is difficult to manage a big

business well and remain creative. We want to concentrate on quality

and apply our creativity in new settings. Business skills can be learned.

What really matters is having creative skills and enjoying what you are

doing. That is the important thing.’ 

Janice Kirkpatrick, co-founder Graven Images design studio,

Glasgow

‘Our aim remains to concentrate on doing really great work rather than

growing the company just for the sake of making money.’ 

Alex Morrison, managing director, Cognitive Applications

‘Britain is a nation of shopkeepers and that applies to these new indus-

tries as much as it does to older ones.’ 

Tim Carrigan, NoHo Digital
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people come to work here we want them to challenge us and we want to

challenge them. It’s performance driven and we reward people with

bonuses but its also cooperative and non-competitive.’

Janice Kirkpatrick, Graven Images

‘Creative thought is at the heart of entrepreneurship.’ 

Dugald Cameron, Director, Glasgow School of Art

C u l t u ral entre p re n e u rs opt for independence because it allows them to

work in the way th ey want, which th ey would find hard to justify with i n

a larger or ga n i s ation. This mode of work is central to the way th ey

ge n e rate and apply their cre at i vity to commercial ends. The

Independents are ge n e ra l ly highly motivated and have a strong wor k

e th ic, although th ey do fo l l ow a tra d itional wor k d ay or week. They

accept their work will be judged on performance, in competition with

their peers. People are usually only as good as their last pro j e ct. They

work in a highly competitive environment, in which fashions and tech-

nologies can ch a n ge very ra p i d ly. Their appro a ch to work is based on

four ingredients.

● T h ey blur the demarcation line between consumption and pro d u c t i o n .

Creativity is only rarely a flash of brilliance that revolutionises an

industry or a discipline. Creativity is more usually an incremental

development that modifies and adapts what has gone before. That

means a cre ative producer has to learn from a stream of c o mp l e-

m e n t a ry and competing pro d u cts, which might provide ideas for

their own work. Cre at i vity in these industries is a constant pro c e s s

o f b orrowing and mixing. To be a cre ative producer it helps to be

an avid consumer.

● They blur the demarcation line between work and non-work.As consump-

tion and leisure are inputs into the creation of cultural products,

the coro l l a ry is th at periods not at work – leisure, re l a xation, ente r-

tainment – can be as important as periods at work hunched over a

c o mp u ter te rminal. Both contri b u te to delivering a cre at i v e

product. Many of these independents say their best ideas come to

them when th ey are not at work. Finding and justifying this ‘dow n-

t i m e’ is crit ical to any cre ative business. This carries lessons for

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

This page is covered by the Demos open access licence. Some rights reserved. 
Full details of licence conditions are available at www.demos.co.uk/openaccess 



Demos 27

Independent characters

th rough the unc e rtainties th ey will face later on. In this period cultura l

e n tre p re n e u rs often do not need business skills or large inv e st m e n t s .

T h ey need qu ite small sums to keep going. At this st a ge th ey need access

to mic ro-c re d it. At the moment the only inst itution providing such

c re d it on a large scale is the Pri nc e’s Business Yo u th Tru st, although th e

National Endowment for Science, Te chnology and the Arts has also

entered the field.

Growth
O nce a cultural entre p reneur has sorted out their marketable skill th ey

h ave a ch a nce to grow, usually by selling services and one-o ff p ro j e cts. In

this phase people can move from fre e l a ncing to setting up as sole tra d e rs

and then create a micro-business. 

G row th of these servic e-based businesses, in which people have to

c o n st a n t ly find new custo m e rs, is difficult to sustain. It re qu i res a consid-

erable investment of time and management expertise to manage cash-

fl ow. That means cultural entre p re n e u rs – now perhaps sev e ral ye a rs

out of higher education – need to acqu i re basic business skills. They

need to start formulating business plans and budgets. Businesses based

on service provision often go through periods of feast, when they have

a lot of work, followed by a famine: they have been so busy delivering

their current pro j e cts th ey cannot find the time to sell new ones. In te l e-

vision this is becoming more difficult as budgets per hour of program-

ming have ge n e ra l ly been cut with the advent of d i g ital te ch n o l o g y,

which should make production cheaper. Getting beyond this feast and

famine cycle re qu i res more sophist ic ated management to smooth th e

p e a ks and troughs of c a s h - fl ow. In this phase cultural entre p re n e u rs

e ither have to acqu i re more basic business skills th e m s e lves or to re c ru it

people with those skills. The entre p re n e u rs we inte rvi ewed often fo u n d

it hard to do either.

‘We used to concentrate on making all the films and documentaries

ourselves. But then we realised we could be creative with the company

rather than with the product. Rather than pursue an ambition to be a

big director I decided to focus on building the company. We want to be

able to develop our own content and own the rights. We want to go from
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C u l t u ral entre p re n e u rs believe in ‘small is beautifu l ’. They ge n e ra l ly ru n

small, under-c a p italised and qu ite fragile companies. They operate in

fashion driven markets th at are open to new entrants and in which new

te chnologies are dri ving down the costs of p ro d u ction but also th e

prices that independents can charge for their services. They often lack

and do not know how to acqu i re the business skills and support th ey

need to grow a company.

There is nothing soft about life in these industries. These sectors are

often chronically unstable and unpredictable. Given these pitfalls it is

qu ite rational for Independents to want to st ay small, not just for cre at i v e

reasons but to avoid ov e r-c o m m itting th e m s e lves. Given the divers ity of

c u l t u ral businesses it is impossible to describe a ty p ical life cycle th at all

s u ch businesses pass th rough. The career of m a ny cultural entre p re-

n e u rs is punct u ated by success and failure, with periods of b u s i n e s s

expansions sometimes followed by a return to self-employment. 

M a ny Inte rnet-based companies, for exa mple, believe th ey have a shelf

l i fe of perhaps only th ree ye a rs before having to comp l e te ly ch a n ge th e i r

business model and service. A leading Inte rnet entre p re n e u r, Stev e

B ow b rick of Funmail, is a good exa mple of the ups and downs an entre-

p reneur goes th rough in the new media industries. In the early 19 9 0 s

Bowbrick created WebMedia, a successful website design company. But

th ree subsequent ventures to cre ate Inte rnet inform ation services failed

and WebMedia folded, taking a substantial amount of venture capital

w ith it. Bow b rick spent a year developing th ree ideas for Inte rn e t - b a s e d

m a r keting pro d u cts, none of w h ich was successful, before hitting on

the idea of Funmail, a new email product that proved hugely popular

after its launch in the summer of 1999. 

H owev e r, in ge n e ral these entre p re n e u rs and the businesses th ey

c re ate seem to face th ree crit ical ch o ices at crit ical junct u res of th e i r

development.

Gestation
Independents often spend a lot of time (perhaps several years) early in

their care e rs sorting out what th ey want to do, what their dist i nct i v e

skill is and how they might make money from it. This period of explo-

ration can be ch a o t ic and unfocused but it is vital because often it is only

the sense of vo c ation formed at this early st a ge th at carries th e m
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supplying a service to owning a product. But that is more complex, risky

and time consuming.’ 

Hamish Barbour, co founder Ideal World, television and film

production company, Glasgow

Own product development
The other option is to shift from providing a service to providing a

p ro d u ct – films, music, designs, ga d gets, comp u ter games – from which

a comp a ny can earn royalties. This process of i nv e stment in pro d u ct

d evelopment can be very risky without the backing of a maj or custo m e r,

and it can quickly consume a small company’s resources. 

The problems inherent in managing grow th in a cultural business

mean that most stay very small, rather than taking the risk and strain.

Po s s i b ly 80 per cent of the Independents we inte rvi ewed we re eith e r

s e l f -e mp l oyed or running a mic ro-business of no more than five people,

w ith no ambitions for grow th. A fu rther 10 to 15 per cent we re in th e

second phase: th ey we re running a growing, servic e-based business. Only

5 to 10 per cent we re in a position to conte mp l ate going beyond th at into

ow n - p ro d u ct development and only a minority of these are like ly to

make it. The companies that can make it through these stages of devel-

opment seem to be distinguished by these characteristics. They have: 

● enough money to finance product development

● enough commercial discipline to make sure this investment is not

wasted

● p o s itions in pote n t i a l ly lucrative, inte rn ational markets rather th a n

small, national or niche markets

● unshakeable self-belief in their distinctive talent

● and last, but not least, luck.

This pre p o n d e ra nce of s e l f -e mp l oyment, sole tra d e rs and mic ro- b u s i-

nesses in the cultural industries has imp ortant imp l ic ations for policy-

making. Gov e rnment sp o n s ored business support pro grammes and

a rts funding is tailored tow a rd fewer larger or ga n i s ations. Dev e l o p i n g

an ecology of h u n d reds of m ic ro-businesses re qu i res a set of p o l icy

tools th at most economic development age ncies lack. The danger is

th at we are cre ating industries dominated by ‘digital cra ft pro d u c e rs ’,
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How to make it as an Independent 

1. Be prepared to have several goes. You’re unlikely to make it first time around.
Learn from failure, don’t wallow in it.

2. Timing is critical. Technology is moving so fast it’s easy to be either too early
or too late.

3. Don’t have a plan: it will come unstuck because it’s too inflexible.

4. Have an intuition and a feel for where the market is headed which can adapt
and change with the consumers.

5. Be brave enough to be distinctive. If you are doing what everyone else is
doing you’re in the wrong business.

6. Be passionate: if you don’t believe in what you are doing no one else will. At
the outset only passion will persuade people to back you.

7. Keep your business lean. Buy top of the range computers but put them on
second hand desks. Necessity is the mother of invention, not luxury.

8. Make work fun. If it stops being fun people will not be creative.

9. Give your employees a stake in the business: you may not be able to pay them
much to start with so give them shares.

10. Pick partners who are as committed as you. To start with a business will only
be sustained by a band of believers.

11. Be ready to split with your partners – often your best friends – when the
business faces a crisis or a turning point. Don’t be sentimental.

12. Create products that can become ubiquitous quickly, for example by being
given away in a global market, thereby attracting huge stock market
valuations.

13. Don’t aim to become the next Bill Gates, aim to get bought out by him.

14. Take a holiday in Silicon Valley. You will be convinced anyone is capable of
anything.
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4. Innovative cities

The lonely, existential genius does not exist in modern cre ative indus-

tries. It is vi rt u a l ly impossible for cultural entre p re n e u rs to work in isola-

tion. Their skills and talents usually emerge from a cre ative community

and th ey are sustained by a shared milieu. That is why cultural entre-

preneurs congregate in cities: they provide the most creative milieu in

w h ich th ey can work. The ingredients of a cre ative milieu are difficult to

define. People describe the atmosphere of a creative city in elusive but

evocative terms. 

The centre of Glasgow, for example, has a palpable buzz. At night its

re st a u rants, bars, cafes and clubs are busy. By day it has ga l l e ries and

designer shops. The city’s striking Victorian buildings provide not just

homes to designers and artists, they lend the place a kind of swagger,

a m b ition and style. There is a seductive sense th at something cre ative is

a foot in dow n town Glasgow: yet it is difficult to pin down where th i s

‘buzz’ comes from and what it amounts to. Critics argue it is an empty

shell, a thin outer coating of ov e r- hyped glitz th at distra cts at te n t i o n

from the unemp l oyment and industrial decline th at still dominate th e

c ity. A ge n u i n e ly cre ative milieu is more than a collection of wor ks h o p s ,

re st a u rants and bars, which are just the most superficial manife st at i o n s

of a creative environment. An innovative milieu is a shared space and

tradition in which people can learn, compare, compete and collaborate

and th rough which ideas can be proposed, developed, disseminated and

re j e cted. Wat t’s steam engine emerged from just such an innovat i v e

milieu in Glasgow in the last century, as did cotton spinning in

L a nc a s h i re, Henry Ford’s appro a ch to mass manufact u ring of c a rs in

Detroit and the film industry in Los Angeles.
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w h ich in turn will be dominated by larger inte rn ational groups th at

will control distribution and publishing of their pro d u cts. These

s e ctors will continue to ge n e rate jobs pri m a ri ly by sp awning more

small businesses, but th ey also need to cre ate large r, stro n ge r, faste r

grow th businesses th at can operate in inte rn ational markets. And we

need to cre ate stro n ger inst itutions and inte rm e d i a ries th at can

s u p p ort independent pro d u c e rs and stand between them and th e

global markets in which th ey comp e te. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

This page is covered by the Demos open access licence. Some rights reserved. 
Full details of licence conditions are available at www.demos.co.uk/openaccess 



Demos 33

Innovative cities

o f these cities are set out in the appendix. Each has adopted qu ite dist i nc-

tive appro a ches, developing dist i nctive stre n g ths. In Sheffield, for

e xa mple, the focus has been on using public inv e stment to pro m o te job

c re ation in the Cultural Industries Quarte r. In Glasgow, the local auth or-

ity has played a leading role in using culture to re i nvent the city ’s re p u-

t ation, for exa mple th rough, the European City of C u l t u re Year in 19 9 0

and the 1999 Year of Design and Arch ite ct u re. This strategy has come

in for a lot of c rit icism but has also enc o u ra ged a decade-long pro c e s s

of learning and adaptation that has strengthened the city’s capacity to

engage in these industries. Cardiff, by contrast, is a much smaller city

than Glasgow but a capital nonetheless. Its municipal leaders have given

far less weight to culture and its cultural inst itutions are far less enga ge d

w ith the economy than in Glasgow. Howev e r, the stre n g th of the media

s e ctor in Card i ff, in which the BBC and public funding plays a crit ic a l

role, is an inte re sting model of h ow a cultural industry cluster can

d evelop. Fi n a l ly, Bri g h ton has exploited its prox i m ity to London to

market itself as a lifestyle economy, attracting a community of small-

scale producers, many of them working in visual arts and new media.

This cre ative community, although mainly made up of fragile Indepen-

dents, shows signs of developing a self-sustaining momentum. 

The main message from these four cities is that cities are nothing if

th ey are not cre ative. In the ninete e n th century it was commonp l a c e

for cities to be seen as either industrial and commercial or artistic and

p o l it ical. In the coming century those dist i nctions will dissolve: cit i e s

will have to be commercial by being cre ative. Cities are sp aw n i n g

grounds for new ideas. Cities that once based their wealth and identity

on trade, manufacturing or even basic service industries are having to

re i nvent th e m s e lves. That search for a re n ewed sense of purpose has led

m a ny cities to pro m o te their culture to at tra ct both consumers and

p ro d u c e rs. This effort to develop cre ative cities raises some crit ical qu e s-

tions.

● W h at are the components – public and pri vate, formal and infor-

mal – of a ‘creative city’?

● What role can public policy play in promoting a thriving cultural

industries sector?
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A genuinely creative milieu is more than just a lifestyle. It has to be

judged by the quality and impact of its output as well. Cultural entre-

p re n e u rs have to be part of an innovative milieu to feed the cre at i vity of

their companies. To pro m o te more successful cultural entre p re n e u rs

we have to promote a creative environment within our cities. This envi-

ronment will be crit ical to whether cities can sustain local jobs based

on distinctive local know-how and skills.

Why an innovative milieu matters

Access to an innovative milieu is crit ical to cultural entre p re n e u rs for

several reasons:

● producers need to publish and share their ideas through galleries,

venues, exhibitions

● th ey need to share inform ation about custo m e rs and to collaborate

to exploit new opportunities

● a milieu cre ates a network of people with the comp l e m e n t a ry skills

and assets needed to complete a project, for example, gathering a

freelance crew to make an animated film

● n e t wor ks are a way to embed in people the dist i nctive, shared tacit

k n ow l e d ge th at makes up a dist i nctive style, sound or look for

w h ich a city can become known: the Mers ey sound, Madch e ste r,

Britart in Hoxton

● independent pro d u c e rs need access to a supply of re s o u rces and

skills in the form of public institutions, universities and colleges

● th ey also need agents, bro ke rs or pro m o te rs who will give th e m

access to the market beyond their locality: a dynamic milieu cannot

be closed or inward looking.

A cre ative milieu is like a public good. No single cultural entre p re-

neur or inst itution can hope to cre ate, manage or control it. Inste a d ,

these envi ronments develop th rough comp l e m e n t a ry inv e stments and

c o m m itments from multiple sources, which have sp i l l -over benefits for

all concerned. An innovative milieu is like a shared habitat or ecology.

Our re s e a rch in Glasgow, Card i ff, Sheffield and Bri g h ton, as well as

re s e a rch on cities such as Manch e ster and Barcelona, highlights sev e ra l

steps cities can take to pro m o te cultural industries. Detailed case st u d i e s
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Highland and Islands of Scotland. Howev e r, this is one reason why

cultural entrepreneurs will tend to congregate in cities and towns, and

p re fer mixed-use neighbourhoods in which th ey can work, socialise and

live. Canton in Card i ff is an exa mple of j u st such a neighbourhood as is

the Merchant City within Glasgow. This social interaction is helped of

c o u rse by pro s a ic things like good public tra n sp ort links and cri m e

p revention pro grammes. One of the bigge st problems cited by musi-

cians and clubs in Manch e ste r, for exa mple, is the infl u e nce of or ga n i s e d

crime.

History matters.It is impossible to develop a cultural base from scratch.

Not only does a city need strong cultural and educational inst itutions, it

also needs to draw upon a cultural tradition for its output to be distinc-

tive. An innovative milieu is not a life style and it must be more enduri n g

than a series of high-profile cultural events designed to lure visitors to

a city ’s ga l l e ries and museums. Cultural pro d u c e rs th rive within, and

o ften in opposition to, a cultural tra d ition th at gives them access to skills

and know-how as well as a sense of identity and purpose. 

A cre ative milieu tra n s m its dist i nctive skills and tacit know l e d ge th at

a re difficult for outsiders to imit ate. The dist i nctive know l e d ge-base has

to be fed by local traditions of learning and skill, for example the tradi-

tions of architecture, fine arts and engineering of Glasgow. Liverpool,

M a nch e ster and South Wales, all have dist i nctive informal ‘schools’ th at

h ave pro m o ted innovation in pop music. In Card i ff c u l t u ral pro d u ct i o n

is inextric a b ly connected to the debate over how the region should

re spond to decline in its coal, steel and manufact u ring industries, as

well as the conte sted role of the Welsh language. An are a’s cre at i vity

o ften emerges from a sense of c o n te st over its identity and what it st a n d s

for. Cre ative places are ra re ly settled and cosy; th ey are usually in th e

midst of battles between ‘old’ and ‘new’ sources of wealth, income and

identity.

Consumption and production are best developed in tandem.A purely ‘produc-

tion led’ strategy will not enga ge the public, at tra ct to u rism or cre ate

the ‘buzz’ that has helped, for example, to give the centre of Glasgow a

sense of re n ewed life. This is one shortcoming of S h e ffi e l d’s inv e st m e n t

in cultural pro d u ction rather than consumption. Howev e r, a pure ly
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● Can cities re a l ly comp e te in the cultural economy from a provi n-

cial base?

● Can the cultural industries, which are often seen as fashionable if

not élit i st, play a role in combating pov e rty and social exc l u s i o n ,

or are th ey simp ly a diversion from the deep-s e ated social pro b l e m s

which beset many large cities? 

Our re s e a rch in Glasgow, Card i ff, Bri g h ton and Sheffield sugge sts th e

following lessons for cities seeking to promote their creativity.

P l a c e s .C u l t u ral entre p re n e u rs need flexible cheap places where th ey can

work: wor kshops and offices in old warehouses, office blocks, conv e rte d

s chools, banks and chapels. Cheap space is a vital ingredient: th at is why

young cultural entre p re n e u rs will often work in ru n -d own areas where

m ore tra d itional businesses fear to tread. Independent pro d u c e rs also

need places where th ey can disp l ay their work – venues and ga l l e ries – as

well as places where th ey can meet and socialise, in bars, pubs and clubs.

P rovi d e rs of m a n a ged wor kspaces, such as Citibase, are moving into th i s

a rea, but th e re are also excellent exa mples – the Chapter Arts Centre in

C a rd i ff is one – of h ow managed wor kspaces designed to develop and

spin-off businesses can be publicly supported.

D e re g u l a t i o n .P roviding a set of spaces is just the st a rting point: what

m at te rs is what people do in these shared spaces. While local auth ori-

ties can help to provide workplaces, the creative atmosphere of down-

town city areas emerges from dere g u l ation and experi m e n t ation. The

fashionable art scene in London’s East End neighbourhood of H ox to n

has had very little to do with public policy. The most important ingre-

dient was the ava i l a b i l ity of l a r ge, cheap warehouse space, combined

with a string of cheap bars and restaurants. Deregulation to create an

open, lively, diverse at m o sp h e re is as imp ortant as public inv e stment in

managed workspace.

D e n s i t y. An innovative milieu re qu i res a high density of c o m m u n ic at i o n

and inte ra ction to allow people to ra p i d ly share, copy, learn and modify

ideas. Asp e cts of this can be mimicked by electro n ic networ ks which are

being used, for exa mple, to link to ge ther art i sts and designers in th e
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New ideas and people.A cre ative milieu needs to be fed by a stream of n ew

ideas and talents. That is another reason these innovative envi ro n m e n t s

d evelop in cities th at at tra ct young people, immigrants and outsiders. A

l a r ge city embraces a far gre ater divers ity of c u l t u res and outlooks th a n

a ru ral town, for exa mple. Cities have to open up channels for new

people to come and go. Closed cities are ra re ly highly cre ative. One such

route to attract incoming talent is higher education.

C re a t i ve cities are education cities.Un i v e rs ities help provide a city with a

stream of talent and ideas. In Glasgow, for exa mple, the Glasgow Sch o o l

o f A rt and the Royal College of D rama and Music symbolise the city ’s

artistic tradition and help attract creative young people to the city for

their formal training. Universities also provide a large, ready audience

for cheap, often experimental, music, art, video and design. Un i v e rs it i e s

p rovide a channel th rough which young people can migrate to a city.

The people they attract might stay in a city after their degree as part of

the new independent sector. This is more imp ortant than provi d i n g

formal training in cultural industries. Glasgow, for exa mple, with a

student population of close to 95,000, almost a sixth of its population,

is thus far better placed to comp e te in these industries than Card i ff ,

which has a student population of just 17,000. 

C re a t i ve cities need dive rse sources of initiative .The most imp ressive cities are

those in which different players have taken the lead at different times,

w ith the baton passing from the council to the pri vate sector, bro a d-

c a ste rs and gra s s roots entre p re n e u rs. Re l i a nce on a single actor or leader,

w h e ther public or pri vate, will lead inevit a b ly to unbalanced dev e l o p-

ment. Investment in cultural industries is a cumulative process, which

requires policy-makers to be flexible rather than stuck on a fixed plan. 

The best exa mple of this is the contra st between Sheffield and

G l a s g ow. In Glasgow, for exa mple, va rious playe rs have taken the lead

in the cultural sector’s development. The city council was a vital player

in init i atives such as the ye a r-long European City of C u l t u re in 1990 and

the 1999 UK City of A rch ite ct u re and Design, which have pro m o te d

G l a s g ow ’s image as a cultural centre. However the large st cultural fe st i-

val in Glasgow, the We st End Fe st i val, which has filled the gap cre ated by

the demise of u n e c o n o m ic, offic i a l ly sp o n s ored fe st i vals, is run by an
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consumption-based strategy – which relies on events or the opening of

new venues and attractions – will make only a limited contribution to

developing the capacity of firms in the local economy to innovate and

add value. 

A thriving ‘scene’ is not necessarily a thriving indust ry. C u l t u ral pro d u c e rs ,

w h e ther musicians, art i sts or designers, ge n e ra l ly emerge from a

vi b rant, comp e t itive local scene, which helps to sustain them. Yet th e

presence of a thriving scene does not mean a city will prosper from its

local talent unless it also has a business infra stru ct u re of p u b l i s h e rs ,

managers and distributors. An innovative milieu has to be creative but

also commercial. The stro n ge st cre ative cluste rs combine pro d u ct i o n

w ith distribution, publishing, marketing and fi n a nce. For exa mple, Los

Angeles dominates the film business because that is where most of the

m o n ey and most of the talent congre gates. An innovative milieu cannot

be based on a narrow, thin local market. In most UK cities, no mat te r

how creative, this commercial ingredient is missing or rather access to

it lies with large inte rn ational distri b u tors and publishers based in

London. Just because an area has a thriving local scenedoes not mean it

has a th ri ving local i n d u st ry. South Wales, for exa mple, has a th ri vi n g

pop music scene, with lots of t a l e n ted bands and venues insp i red by th e

success of the Manic Street Pre a ch e rs, Ste re o p h o n ics and Cat ato n i a .

H owever the region does not have a pop music industry to speak of:

employment in publishing, management, distribution and marketing

a re all conc e n trated in London. Cultural industry strategies usually fo c u s

on developing a local pro d u ction base. In fu t u re th ey will have to pay

more attention to how regional cities can retain more of the economic

benefits from the downstream, commercial activities that their talent

base generates.

A good exa mple of h ow this can be done is the role th at Chris Grace at

S4C, the Welsh language broadcasting company, has played in develop-

ing the animation cluster in Cardiff by helping to take its products to

international markets. Grace is an exemplary intermediary and entre-

p reneur who has exploited a niche for animation of world classics, such

as the Oscar nominated Canterbury Tales. 
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in this. But public policy, on its own, cannot cre ate such a milieu. Public

policy makers – local authorities, central government funding for the

a rts, economic development age ncies, re ge n e ration pro j e cts – can make

at least five critical contributions through:

● b randing and exte rnal promotion to lend a city a new re p u t at i o n

and change its sense of itself

● leading strategic investment in property development with other

p a rt n e rs to re d evelop ru n -d own areas as centres for cultural pro d u c-

tion

● i nv e sting in cultural assets – museums, ga l l e ries, th e atres, opera

houses, events – th at can help to win a city a re p u t ation as a centre

of culture

● licensing culture by allowing bars, cafés and clubs to develop

● providing an infrastructure – particularly of public transport and

c o m m u n ity safe ty – th at allows people to move around a city easily

at night.

B ro a d c a ste rs are hubs of the cultural economy.A city ’s ch a nces of s u staining a

local base are helped enorm o u s ly if it is home to a bro a d c a ste r. The BBC

in part icular will play a crit ical role as an inte rm e d i a ry in dev e l o p i n g

local cultural industries. Bro a d c a ste rs such as the BBC remain imp or-

tant centres of production: they are significant cultural enterprises in

their own right, dire ct ly supporting orch e stras, drama, film and pop

m u s ic. With a growing share of te l evision pro d u ction contra cted out to

independent producers, the broadcasters – the BBC, Channel 4 and the

regional ITV companies – have become joint-inv e stors in some of th e

most important aspects of the urban cultural economy.

A bro a d c a ster can help to give the cultural industries within a city

the ballast to resist the pull of London by:

● providing local producers with access to wider markets

● attracting, training and retaining people with skills

● providing content producers with the complementary marketing

and financial skills they often lack

● helping to arrange co-finance for projects
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independent cultural entre p re n e u r, Michael Dale, who wor ks from a

th e atre based in a conv e rted ch u rch. The economic development of

knowledge-based industries turns in part on the work of public bodies

s u ch as Scottish Ente r p rise and the Glasgow Development Au th ority.

Meanwhile a new generation of Independents has emerged in Glasgow

in the 1990s, led by companies such as Ideal World, in film and televi-

sion; Graven Images, in design; Wigwam Digital, in multimedia; Re d

Lemon, in comp u ter games; and Na i rn’s, in food and re st a u rants. This

recent wave of c u l t u ral entre p re n e u rship builds on the solid fo u n d a-

tions provided by inst itutions such as the Glasgow School of A rt and

the BBC’s production base in the city. When these different players can

be combined they have the chance to undertake quite ambitious devel-

opments th at none could ach i eve on their own. The city council, for

example, is keen to develop the Candelriggs area of the city as a music

qu a rte r. This will invo lve part n e rships with pro p e rty dev e l o p e rs and

the BBC as an anch or tenant, as well as the cre ation of re c ording st u d i o s ,

b a rs and venues th at build upon the clutch of re st a u rants and design

studios in the area.

In contra st, Sheffi e l d’s strategy has relied heavi ly on the local auth or-

ity and one department within it. This ri s ks distorting the dev e l o p m e n t

because many of the businesses are reliant on public subsidy and leav e s

the cultural initiative vulnerable to a change of political priorities.

Official ‘cultural’ institutions matter but what really counts is how they act.The

p re s e nce of formal, public cultural inst itutions – museums, ga l l e ri e s ,

orch e stras – can give a city a solid cultural base, but these inst itutions are

often poorly connected to the entrepreneurial cultural economy. (This

criticism has been made for example of the Welsh National Opera and

the National Orch e stra of Wales in Card i ff.) What mat te rs is wheth e r

these inst itutions make the most of those connections. That ofte n

depends on a city having a sense of strategy articulated by its political

l e a d e rs, as well as the leaders of these inst itutions engaging with th e

community.

Public policy leadership is critical but on its own not enough.C ities need to pro-

m o te their cultural stre n g ths to outsiders but also to their own people to

e nc o u ra ge a shift in at t itudes and outlook. Po l it icians play a crit ical ro l e
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The cultural industries are fashionable sectors with low entry barriers

th at at tra ct young entre p re n e u rs. In th at sense these industries are th ri v-

ing without any signific a n t ly new public policy inte rventions. The main

aim of p o l icy should be to cre ate a conducive envi ronment of e d u c a-

tion, business fi n a nce and open markets, which will give this sea of

small producers a better chance of surviving and growing. One of the

main aims of p u b l ic policy should be to fill in the ‘missing middle’

b e t ween the small cultural entre p re n e u rs and the global comp a n i e s

th at dominate the maj or markets and distribution channels for th e s e

products. 

The gap between the pace of d evelopment in these new industri e s

and the capacity of public policy to respond to these emerging trends

means that the full potential of entrepreneurs in these new industries

is pro b a b ly not being exploited. This ch a p ter sets out some pra ct ic a l

steps public policy makers could take to achieve three policy goals:

● help more cultural entre p re n e u rs cre ate viable businesses, pro m o t-

ing a more sustainable local ecology of micro-businesses

● e nc o u ra ge more cultural entre p re n e u rs to adopt more ambit i o u s

plans to grow their businesses

● e x tend opport u n ities for entre p re n e u rship so th at th ey are open to

talent and creativity from all sectors of society.

The ach i evement of these policy goals will invo lve ch a n ges in our

approach to education, finance and business support, as well as involv-
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● working with other inst itutions – univers ities, colleges and local

councils – to build a brand reputation for a locality.

The future of large parts of the cultural industries will turn on how

b ro a d c a ste rs and independent pro d u c e rs develop in part n e rship, to

stre n g then the local pro d u ction base and a city ’s re p u t ation for cultura l

i n n ovation. All this will be in the midst of the ch a n ges sweeping th e

i n d u stry brought on by the advent of d i g ital te ch n o l o g y, which will

change how programmes will be made, distributed and stored, and the

character of their content. 

Making the most of London.The most dynamic cities are not frightened of

L o n d o n’s dominance but know how to make the most of h aving a global

city at the heart of cultural commerce only a few hundred miles away.

M o st provi ncial British cities lack the scale and clout to comp e te with

global centres of c u l t u ral pro d u ction such as London, Los Angeles, New

York and Pa ris. The fi rst aim should be to stop cities losing their talent to

London. The second is to stre n g then the bargaining position of l o c a l

p ro d u c e rs in re l ation to inte rn ational companies. That will re qu i re cit i e s

to form a more pro d u ctive re l ationship with London as a global centre of

cultural production.

P romoting indigenous role models.The final component is perhaps the most

i mp ortant: a city needs to develop an entre p re n e u rial culture, with

i n d i genous role models of e n tre p re n e u rial success and risk taking.

G l a s g ow and Manch e ste r, for exa mple, seem to have stro n ger risk taking

cultures than Cardiff, a capital city with strong institutions of govern-

ment, and Sheffield, with its traditions of trade unionism and Labour

politics. 
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and training th roughout their twenties, or indeed th roughout their life .

As Shona Reid, the incoming director of the Glasgow School of Art put

it: ‘Perhaps we need to think of educational institutions as being more

l i ke sets of re l ationships and fl ows of people, rather than as bricks and

mortar and courses.’

The forms of c o l l a b oration and learning th at exe mplify the skills and

qu a l ities needed for success in the cultural and entre p re n e u rial economy

often emerge at the edges of an institution’s main business. This raises

qu e stions about how a college’s or univers ity ’s contribution and ach i ev e-

ment are assessed. The re s e a rch assessment exe rcises, te a ching assess-

ments and pro d u ct i vity measures are based on distant, national form u-

lae. These measures miss the informal, fine grained and network-based

forms of e d u c ational pra ct ice and innovation, which enc o u ra ge sp i n -

offs, cross-sectoral collaboration and risk taking.

The applic ation and tra n s fer of k n ow l e d ge from one setting to

a n o ther is often at the heart of e n tre p re n e u rship but it is too lit t l e

e nc o u ra ged or assessed within education. We also need better measure-

ment of the contribution and inte rre l ationship of e d u c ation inst it u-

tions and their surrounding economies. Too much effort is focused on

understanding the financial flows up and down within the education

sector. There is too little focus on the multiplier effects and return over

time of a university acting as a hub for an area’s industry.

A fu rther goal, to be pursued th rough the ESRC and other fu n d i n g

c o u ncils, is to imp rove the qu a l ity of u n i v e rs ity re s e a rch into the success

and failure of d i ffe rent strategies in new media industries. Most busi-

ness schools should fo l l ow the lead of the London Business Sch o o l ,

which is developing a new media business programme.

Finance and business advice

C u l t u ral entre p re n e u rs need diffe rent kinds of fi n a nce at diffe re n t

stages of their career.

At the earliest st a ges – pri or to forming a fu l ly- fl e d ged business –

c u l t u ral entre p re n e u rs often spend qu ite a long time developing a sense

o f their dist i nctive skill and pro d u ct. During this phase th ey often need

only very small amounts of money, measured in the low thousands of

pounds – to buy a comp u ter for exa mple – to sustain them. There is a

case for a new approach to public investment in cultural entrepreneur-
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ing bro a d c a ste rs and local auth orities. It will invo lve a multiplic ity of

sometimes small but reinforcing steps taken by these different players.

Education

D e l i v e ry of the core curriculum to imp rove st a n d a rds of l ite ra cy and

n u m e ra cy is vital. No one will be able to comp e te in the know l e d ge

d riven economy without being able to write, read and comp u te basic

sums. 

H owev e r, in parallel with the core curriculum we need to develop a

c re ative curriculum th at would be designed to enc o u ra ge young people

to learn f l e x i b i l ity, team work, problem solving, innovation and ri s k

taking. This cre ative curriculum is not the same as te a ching music ,

d rama and art. It would focus instead on developing young people’s capa-

b i l ities to work fl e x i b ly, cope with ch a n ge and act entre p re n e u ri a l ly.

The National Fo u n d ation for the Te a ching of E n tre p re n e u rship in the US

has developed some successful models in which young people learn

skills th rough working in entre p re n e u rial teams to cre ate mini-busi-

nesses. As one guide to what is happening elsew h e re, the gov e rn m e n t

labour force plan for Singa p ore to the year 2020 includes plans th at

‘teaching creativity’ should take up one third of the curriculum. 

Our re s e a rch underlined how vital access to higher education is for

fu t u re cultural entre p re n e u rs. Un i v e rs ities are inc u b ators for cultura l

entrepreneurs. Expanding the reach of university education from the

current 35 per cent of the eighteen year olds to more than 50 per cent

will be vital to expand opport u n ity. This is more imp ortant than inv e st-

ing more in specialist institutions of artistic training. 

C u l t u ral entre p re n e u rs need to acqu i re business skills, but as and

when and how th ey want to. Provision of training in these skills should

be modular, flexible and demand led. Often cultural entrepreneurs do

not realise they need these skills until long after they have left college

and st a rted a business. That is why these additional and top-up skills

need to be delivered in a f lexible way, using dist a nce learning and ofte n

taught by peers. 

This means that institutions of higher education have to become far

m ore f lexible and modular in the way th ey enga ge students in learn-

ing. One possibility would be for students to become members of a

university or college, to which they could return for further education
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and the arts councils, the creation of twenty cultural business incuba-

tors across Britain within the next three years. 

Cultural intermediaries will be vital to fill in the ‘missing middle’ in

the British cultural industries. Cultural inte rm e d i a ries seek and

p ro m o te new talent, circ u l ate ideas and trends, put people in to u ch with

one another, set up venues and provide access to commercial deals and

a wider market. Cultural inte rm e d i a ries are often former conte n t

p ro d u c e rs who have moved on: ro ck singe rs turned manage rs, actors

t u rned pro m o te rs, te l evision pro gramme make rs turned commission-

ing editors. They oil the wheels of a city’s cultural industries. In Silicon

Va l l ey, this role as the junction box of the region, where ideas and

m o n ey meet, is played by venture capit a l i sts. Cultural inte rm e d i a ri e s

a re far less formal and far less powe rful than venture capit a l i sts, but

like venture capitalists they are deal makers: in essence they take local

talent to a wider commercial market. Thri ving cultural sectors need not

just creative producers but effective intermediaries as well. Promoting

these intermediaries should become a goal of public policy.

In Card i ff, one of the best exa mples is the Chapter Arts Centre. Set up

in 1971 in an old school by a group of artists, the centre soon attracted

people from th e atre, film, te l evision and other arts. It provides 50

m a n a ged wor kspaces for about 150 people, as well as a café, bar, th e atre

and cinema. The key to Chapte r’s success is th at it provides far more

than simp ly wor kspaces. The centre’s st a ff work with the art i sts and

p ro d u c e rs to help bid for funds, st a ge shows, find part n e rs and dev e l o p

business plans. To win a space in the oversubscribed building a project

has to be both innovative and stand a chance of commercial self-suffi-

c i e ncy. Jannek Alexa n d e r, the centre’s dire ctor, est i m ates th e re is a 10

per cent a year turn over of businesses. ‘Five per cent leave because th ey

fail and 5 per cent because th ey are successful enough to stand on th e i r

own.’ 

Ne a r by, Cultural Ente r p rise Services (CES), a consultancy run by

former Chapter dire ctor David Clarke, helps cultural businesses draw

up and implement their business plans. The network around Chapte r

n ow includes inte rn at i o n a l ly successful animators, write rs and fi l m

m a ke rs, all connected th rough the centre and CES, which facilit ate s

joint working and networking. Since its inception sev e ral hundre d

c u l t u ral and media businesses have been spun out from Chapter to
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ship. This would entail a shift in public arts funding aw ay from grants to

l a r ge inst itutions and tow a rds smaller inv e stments in cultural entre-

p re n e u rs, which would earn a rate of re t u rn, albeit not necessari ly a

commercial one. One possibility would be for the Arts Council and the

National Endowment for Science, Technology and the Arts to underpin

a revo lving mic ro-c re d it fund for cultural entre p re n e u rs. This wo u l d

h ave to be locally administe red, by inv e stors with local know- h ow,

against quite hard edged criteria to minimise waste.

The other main need is for fi n a nce at lat ter st a ges of grow th when

e stablished companies want to move into their own pro d u ct dev e l o p-

ment. This shift from fi n a ncing a business from retained income to

at tra cting outside inv e stment is often risky for companies. There is lit t l e

qu a n t it ative evi d e nce on whether these young businesses in new fi e l d s

face part icular difficulties raising loans from banks in addition to th o s e

w h ich other small businesses complain of. One possibility would be for

the DTI and the Treasury to work in conjunction with the main British

b a n ks to examine best pra ct ice in lending to the cultural and new media

businesses. A fu rther possibility would be to re d i re ct some public sp e n d-

ing from inward inv e stment pro j e cts tow a rds building up cultural indus-

tries.

Cultural intermediaries and incubators

The supply of funding is only one problem. More important perhaps is

the lack of a p p e t ite for it on the part of c u l t u ral entre p re n e u rs and a

l a ck of u n d e rstanding on the part of the fi n a ncial community about

the ri s ks of c u l t u ral businesses. Inte rm e d i a ries, such as Services to

S o ft w a re in Scotland, can play a crit ical role in helping to bri d ge th e

gap between these young entrepreneurs and potential financiers.

Finding ways to link these entre p re n e u rs to manage rs and advi s e rs

w ith more established business skills is also crit ical. This should be a

role for the DTI’s Business Link network but it is viewed by young entre-

preneurs as too mainstream. The most effective approach might be for

the government, through a challenge fund, to sponsor the creation of

new cultural industries incubators or cultural intermediaries, like the

C h a p ter Arts complex in Card i ff, which can help cultural businesses

w ith wor kspace, business advice and access to fi n a nce. One aim would be

for the government to sponsor, with local authorities, private investors
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a result of p u b l ic policy Britain has some media brands and or ga n i s a-

tions – the BBC is a leading example as is Channel Four in film – with

re c o g n ition in the inte rn ational marketplace. The bro a d c a ste rs are at

the heart of policy and strategy in these new cultural industries.

H ow the bro a d c a ste rs develop their role will be crit ical to the grow i n g

band of independent pro d u c e rs th at re ly on them to some degree. More

programmes are likely to be commissioned from independent produc-

e rs. The BBC and Channel Four both have plans to inc rease the use of

e x te rnal suppliers, esp e c i a l ly from the regions. The bro a d c a ste rs have a

vital role in helping to manage the development of the independent

production base.

This is a complex task but three points stand out:

(i) The re l ationship between the bro a d c a ste rs and the independent

producers needs to evolve, possibly quite radically. Two decades

ago most te l evision pro d u ction was undert a ken by bro a d c a ste rs

in integrated and hierarchical companies. Now there is more of

an open market in which independent pro d u c e rs can pitch ideas

to make pro grammes. This evolution from hiera rch ical or ga n i-

s ation to a market-based model needs to go th rough a fu rth e r

st a ge of evolution in which the bro a d c a ste rs build stro n ger re l a-

tionship with their suppliers. This will mean moving from a

primarily arm’s length relationship to one that is based on part-

nership and joint investment. The broadcasters will have to see

th e m s e lves as both consumers of the output of i n d e p e n d e n t

p ro d u c e rs and inv e stors in the independent pro d u ction base.

This close relationship will be essential for the broadcasters and

p ro d u c e rs to share inform ation, know- h ow and ri s ks, and to cope

w ith the te ch n o l o g ical and other ch a n ges set to sweep the indus-

try with the onset of d i g it a l i s ation. Left to their own devices, not

enough of the independent pro d u ction companies (esp e c i a l ly

those outside London) have the capacity to innovate and adapt

to ra d ic a l ly new te chnologies. Bro a d c a ste rs need to help build

the capacity of the Independents on which th ey inc re a s i n g ly

depend. That is why init i atives such as the Channel Fo u r’s

Research Centre could provide a model for the future.
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o p e rate elsew h e re in Card i ff. Chapter is an outstanding exa mple of h ow

a cultural business inc u b ator should work. Although it is mainly fu n d e d

by the Arts Council of Wales and European grants, Alexander explained

its stre n g th was its local know l e d ge: ‘The big public age ncies are to o

cumbersome and distant to engage in this kind of work effectively.’

In Glasgow, one of the most promising attempts to create a cultural

i n te rm e d i a ry is the Re s e a rch Centre, set up by Channel Fo u r. The centre ,

housed in Channel Fo u r’s Glasgow offices, is designed to help under-

c a p italised and under- re s o u rced independent pro d u c e rs to develop busi-

ness plans, manage their cash-f l ow and inv e st more in their ow n

re s e a rch and development. It provides a home for re s e a rch e rs fro m

fledgling independents to work on programmes and aims to help tele-

vision-based companies to extend their re a ch into multimedia. John

McVay, who runs the centre explained: ‘These young entrepreneurs are

tough, resilient and hard working but few of them have the business

skills th ey need. We want to work with young companies which Channel

Four wants to give repeat commissions to which need to build up their

business.’ The centre, which serves independents in Wales and North e rn

I reland as well as Scotland, may also dire ct ly inv e st in talented yo u n g

p ro d u c e rs with the aim of helping them to work in their home tow n

rather than moving to London. 

In Bri g h ton, the Media Centre, a self-help init i ative among local

producers, is cited by many new media companies as a reason they will

continue to work in the town. In Sheffield, the Wor kst ation is a manage d

wor kspace, though says it wor ks inform a l ly as an inc u b ator. There are

about 63 or ga n i s ations in the Wor kst ation, most ly small commerc i a l

c o mpanies. The maj ority of recent tenants are in new media and are

often one or two person companies.

Broadcasters

It is difficult to overstate how critical broadcasters such as the BBC and

Channel Four are to the fu t u re of the cultural industries in the UK. They

a re imp ortant centres of p ro d u ction, training and skills but th ey also

help to create the national and international markets for independent

producers. Their activities stretch from film and drama into education

and on-line services. Critically, they are home to the marketing, brand-

ing and commercial skills that so many cultural entrepreneurs lack. As
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impose change or direct it. It has to come from the bottom up, from an

entrepreneurial spirit within a city.

Cities are developing quite different strategies to promote these new

i n d u stries. Howev e r, th e re is still little syste m at ic inform ation about th e

scale of these cultural industries within British cities, still less th e

success and failure of d i ffe rent strategies to pro m o te them. A usefu l

i n it i ative then would be to cre ate a forum or network th rough which

c ities active in this field could share inform ation, best pra ct ice and ideas,

as well as learn from abroad.

Conclusions

The new independent cultural entre p re n e u rs show how a ge n e rat i o n

who were at school in the 1980s are adapting to the opportunities new

te chnology brings but also to the re a l ity of h aving to make their way in

the unc e rtain market of the 1990s and beyond. This is just part of a

m u ch larger story of h ow society adapts to ch a n ge. In sum, two

stre n g ths of B rit a i n’s position stand out th at we need to capitalise on.

The first is our historic cultural assets which leave us well placed: from

English as a world language to Shakespeare, the BBC and Britain’s pop

m u s ic business. The second is the imp ort a nce of B rit a i n’s democrat ic

tra d ition in fo ste ring these industries. These cre ative industries th rive in

an envi ronment th at pro m o tes openness, free sp e e ch, divers ity and

e x p ression. Our capacity to breed businesses based on cre ative inde-

pendent thought is intimate ly linked, in the long run, to the stre n g th of

our democrat ic tra d itions of s e l f - g ov e rn a nce and freedom of sp e e ch .

T h at is why these industries are vital not just for jobs and grow th but

to the quality of our lives as citizens as well.
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(ii) B ro a d c a ste rs need to st a rt re i nv e sting in the talent base th at will

p rovide the pro gramme make rs of the fu t u re. Many of th e

c u rrent ge n e ration of Independents we re th e m s e lves tra i n e d

while working for bro a d c a ste rs in the 1980s. Howev e r, very few of

the independent pro d u c e rs have enough sp a re capacity and

resources to invest in training and developing new talent them-

s e lves. It is simp ly too cost ly and risky in businesses th at wor k

w ith short - te rm contra cts and high st a ff t u rn ov e r. As a result th e

b ro a d c a ste rs may have to st a rt re i nv e sting dire ct ly, perhaps

th rough sch o l a rship pro grammes, in developing f l e d g l i n g

producers, especially in the regions. 

(iii) The older ge n e ration of independent pro d u c e rs is pre d o m i n a n t ly

te l evision companies, many of them set up by former emp l oye e s

o f l a r ge bro a d c a ste rs. The yo u n ger ge n e ration of Independents is

qu ite diffe rent. They will inc re a s i n g ly see th e m s e lves as ente r-

tainment software providers, who can provide content not just

for te l evision but also for comp u ter games and multimedia appli-

c ations. Again, the bro a d c a ste rs will have a crit ical role to play

in helping Independents to navigate their way through changes

in technologies and markets. 

It should become part of the lic e nce obligation of p u b l ic ly

re g u l ated bro a d c a ste rs such as the BBC and Channel Four th at

th ey not only commission pro grammes from independent

p ro d u c e rs but also re i nv e st in the talent pool and business dev e l-

opment of the independent sector.

Local authorities

C ities are centres of c re at i vity. Cre ative industries will play a crit ic a l

role in the revival of cities that have seen jobs in traditional industries

d i s a p p e a r. That in turn means th at one crit ical role for councils is to

m a ke the most of the cultural capital and capabilities of their cit i e s .

This is a difficult task for which most councils are ill-e quipped. It

i nvo lves both promoting a city as a centre for consumption and to u ri s m

but also helping to inv e st in the local pro d u ction base. Po l it icians can

p rovide leadership, a sense of strategy and set st a n d a rds by their inv e st-

ment in the design of p u b l ic spaces and buildings. Howev e r, th ey cannot
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The challenge
G l a s g ow th i n ks of it s e l f as a Big Place. The city centre is laid out on a

grid reminiscent of New York. The scale of the pri ncipal buildings is

te st i m o ny to its past as a centre for trade in commerce and ideas. The

city’s capacity for innovation explains why, despite its peripheral loca-

tion on a silted-up river, it became the birthplace of the steam engine

and shipbuilding. In the 1990s Glasgow is trying to re i nvent it s e l f l a r ge ly

by playing on its creative capacity in cultural industries.8

Glasgow still suffers from the implosion of its traditional industries.

Manufacturing employment fell by 45 per cent between 1971 and 1983

and by more than half b e t ween 19 81 and 1996. Av e ra ge family income is

22 per cent below the UK av e ra ge. Male unemp l oyment rates are st i l l

a b ove the Scottish av e ra ge, while economic act i vity is signific a n t ly below

it. A very high pro p ortion of households survive on a gross annual

i ncome of £ 15,000 and below. The city ’s population continues to decline,

from 1 million in 1961 to about 620,000 in the late 1990s. 

The crisis of jobs and income has brought with it a crisis of s o c i a l

cohesion, identity and purpose. Cultural re n ewal has been one element

o f the city ’s re sponse. Glasgow is a te st case for the role th at cultura l

i n d u stries can play, not just in ge n e rating jobs but in providing a city

with a renewed sense of purpose. 

The local authority has played a central role in the strategy to reposi-

tion Glasgow as a post - m o d e rn city of the fu t u re. The counc i l ’s at te mp t s

to rebrand the city began in the 1980s with the ‘Glasgow Miles Better’

c a mpaign, which set out dispel the city ’s re p u t ation as a centre for

vi o l e nce and drugs. That strategy moved into higher gear in 1990 when

G l a s g ow became European City of C u l t u re, which the city used as an

opportunity to set out its stall as a centre for creativity.

Learning to be creative
There are three accounts of the impact that initiative had on Glasgow.

The fi rst is th at the City of C u l t u re year had little lasting imp a ct. At most

the event cre ated 5,700 jobs in the arts, most of w h ich had disappeare d

t wo ye a rs late r. Although more to u ri sts came to the city th at ye a r, th e

b e n e fit was short-lived and audiences for cultural pro d u ctions soon

tailed off as the recession of the early 1990s took hold. For th e

p e s s i m i sts, the at te mpt to re p o s ition Glasgow as a cre ative city is most ly
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Glasgow

‘Glasgow is a can-do city. Unless we pull ourselves up by our bootstraps

we have nothing’ 

Michael Dale, director of the West End Festival

‘I work in Glasgow because this is where my home is. It’s a lifestyle

choice. But commercial life is getting easier. It used to be that the BBC

was only place to sell an idea. Now [we are] more able to sell ideas to

different places, like Channel 4, and there is a sustainable base for talent

in Glasgow. But we also have to have good links into London and not be

frightened of it.’ 

Hamish Barbour, Ideal World Productions

‘Glasgow has a huge international heritage as a City of Empire.

London’s so large it can be self-contained, self-referential. Glasgow has to

be outward looking.’ 

Janice Kirkpatrick, Graven Images

‘I don’t know whether this argument about Glasgow and culture is a

way of opening up a debate about the city’s future or simple a way to

disguise the city’s continued crisis.’ 

Mel Young, publisher, The Big Issue, Scotland
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Glasgow, about £30 million from the council. The council’s leaders, in

p a rt icular former leader Pat Lally, stressed th at Glasgow had to ‘keep on

re i nventing itself.’ Howev e r, the push to make culture central to

G l a s g ow ’s fu t u re exposed shortcomings in the counc i l ’s capacity which

are being addressed only now.

The counc i l ’s initial appro a ch was opport u n i st ic and pra g m at ic, or ga n-

ised around sometimes disconnected bids to host maj or cultural ev e n t s .

The council has learned th at it needs to think more strate g ic a l ly to

generate lasting benefits from these events. The 1999 Year of Architec-

t u re and Design, for exa mple, was or ganised around events but also

a round init i atives designed to leave a lega cy: the Lighthouse Museum

for arch ite ct u re and design, a series of a rch ite ct u re pro j e cts around th e

city and initiatives involving schools. 

The counc i l ’s departments we re often at odds with one anoth e r.

Economic development initiatives rarely included cultural and leisure

s e rvices. Even within culture and the arts th e re we re more than te n

d e p a rtments, each guarding its turf. In the past two ye a rs some of th e s e

d e p a rtments have been brought to ge ther in a more inte grated, cor p o-

rate and strategic approach.

C o u ncil executives lack know l e d ge of i mp ortant areas of c o m m e rc i a l

c u l t u ral act i vity, such as music. The council realises it will have to wor k

th rough part n e rships and inte rm e d i a ries to help develop this pro m i s i n g

sector, which probably accounts for 3,500 jobs and an annual turnover

o f £ 100 million in the city. The Glasgow music sector combines th e

Scottish Opera, the Royal Scottish National Orchestra, the BBC Scottish

S ymp h o ny Orch e stra and Scottish Ballet as well as a host of c o m m e r-

cial music companies: re c ord labels such as Chemikal Un d e r ground and

Limbo Re c ord, re c ording studies such as CaVa and Wate rfront and

m a n a gement companies such as Backlash Music Management. A counc i l

d o m i n ated strategy to develop this sector would almost cert a i n ly fail.

Instead the council is seeking partnerships to develop the Candelriggs

area of the city into a music quarter. Its aim is to help create the infra-

structure for such a quarter while most of the activity within it is inde-

pendent of the council. 

As Bri d get McConnell, Dire ctor of C u l t u re and Leisure Services, put

it in relation to libraries: 
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hype th at disguises the high levels of p ov e rty, unemp l oyment and ill

health that still beset the place. 

A qu ite diffe rent account – favo u red by those whose job is to pro m o te

Glasgow – is that the City of Culture sparked a renaissance in the city’s

e c o n o my. Almost 80 per cent of G l a s g ow ’s jobs are in fi n a ncial servic e s ,

telephone call centres, design, media, soft w a re and music and oth e r

s e rvices. Ac c ording to the Glasgow Development Age ncy (GDA) and

Scottish Enterprise, Glasgow is brimming with talented and ambitious

e n tre p re n e u rs who are cre ating new companies. As St u a rt Gulliver, ch i e f

executive of the GDA puts it: 

‘Glasgow’s rich pool of creative talent is playing an increasingly

crucial part in the city’s successful transition from an economy

largely industry based until the 1970s, to one underpinned by a

vibrant mix of commerce and culture today.’ 

Elements of both these stories are true. The third account is that while

the re p o s itioning of G l a s g ow as a city of c u l t u re has not solved the city ’s

e c o n o m ic and social ills, it amounts to more than hype. The 1990 init i a-

tive helped to propel a process of a d a p t ation and learning in which

p u b l ic and pri vate or ga n i s ations, large and small, have developed th e

city’s distinctive cultural assets. That process has not been straightfor-

w a rd or painless but it has been cumulative and re i n forcing. At the end

o f the decade the playe rs invo lved – the council, economic dev e l o p m e n t

agencies, the universities, broadcasters, arts institutions and entrepre-

neurs – have a better understanding of their task and how best to work

together.

Ingredients in Glasgow’s approach
One of the most important aspects of Glasgow’s push into the cultural

i n d u stries has been its ability to enga ge a divers ity of p l aye rs. When one

source of energy has ebbed, others have flowed. Glasgow is not depen-

dent upon one sector. The city has a base in film, te l evision, multime-

dia, design and music. Diffe rent sectors have taken the lead at diffe re n t

times. A creative city needs strength in depth but also in diversity.

The city council is a leading investor in the cultural economy. About

£70 million a year of p u b l ic money goes into cultural act i vity in
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industry and a clearing house for ideas and contacts. Its directory lists

800 design companies in the city, with 523 consultancies, emp l oy i n g

about 5,000 people and earning more than £225 million a year.

G l a s g ow ’s informal and amateur sector is also th ri ving and is a sourc e

of talent for the professional sector. There are more than 170 amateur

performing societies in Glasgow, with 11,000 members and the perfor-

m a nces th ey st a ge are equ i valent to 40 per cent of the pro fe s s i o n a l

market. 

This mix of o fficial, inst itutional and informal act i vity has cre ate d

an envi ronment in which more cultural entre p re n e u rs are emerging.

About 61 new design businesses have been cre ated in Glasgow sinc e

1996, including 26 in multimedia, for exa mple. Emp l oyment in th e

music business has risen by 36 per cent in the past two years. 

Impact 
The cultural industries account for between 8,000 and 10,000 jobs

within Glasgow, between 4 per cent and 6 per cent of the workforce. If

publishing is excluded, jobs in the cultural industries inc reased by about

12 per cent between 1986 and 19 9 7. Glasgow has the makings of a

c o m m e rc i a l – c u l t u ral complex, fed by re l at i v e ly strong inst itutions of

l e a rning and economic development, polit ical leadership th at has at

times set ambitious goals for the city, and a growing band of indepen-

dent cultural entre p re n e u rs and inte rm e d i a ries. The city ’s centre

d i sp l ays a dynamism and verve which is helping to breed confi d e nce in

the city’s future.

H owev e r, the capacity of these industries to ge n e rate long-te rm bene-

fits for all the population, non-gra d u ates and the unskilled as well as

gra d u ates, will depend on how th ey help pro m o te Glasgow as a base for

o ther service industries – part ic u l a r ly fi n a ncial services, call centre s ,

retailing and leisure. The city’s cultural initiatives helped to attract 1.2

million British to u ri sts in 1997 and 540,000 ov e rseas vi s itors, with a

combined spend of almost £300m, accounting for more than 8 million

bed nights in city hotels. 

Despite recent growth, Glasgow’s creative industries are fragile. The

av e ra ge comp a ny emp l oys 6.5 people. Tu rn over of c o mpanies is high.

There were sixteen new entrants into film and video between 1996 and

1998, for exa mple, but th ey simp ly replaced the fi fteen companies who

54 Demos

The Independents

‘The council’s strategy has to be to act as a catalyst to mobilise all

the library assets of the city, public and private and in the univer-

sities as well. That means setting strategic goals for the city as a

whole, a new process of decision-making to draw together the

public and private and a new organisational approach within the

council.’ 

The counc i l ’s init i ative is more like ly to be successful because Glasgow

has a clutch of strong cultural inst itutions th at can contri b u te to th e

p rocess. The BBC emp l oys 700 people in Glasgow and inv e sts more in

c u l t u re in the region than the Arts Council of Scotland. Last year almost

h a l f the 150 hours of p ro gramming it exported to the BBC network we re

made by independent companies. The BBC and Channel Four, through

its recently established office for the regions, will play a critical role in

managing the development of independent film and te l evision pro d u c-

tion companies in Glasgow, many of w h ich are still qu ite fragile. The

p re s e nce of the BBC has allowed the Glasgow Development Age ncy to

consider a plan th at would turn its Pa c i fic Quay site near the city centre

i n to a media centre, with studios and wor kspace for Independents linke d

by a broad band communications network. 

G l a s g ow ’s educational inst itutions, the Glasgow School of A rt and th e

Royal College of A rt, Music and Drama, help sustain the city ’s re p u t a-

tion for art i st ic exc e l l e nce. Arts and culture courses at colleges of fu rth e r

e d u c ation have expanded ra p i d ly in the past few ye a rs. Most imp ort a n t ,

the city ’s univers ities – Strath c lyde and Glasgow – help to at tra ct a

student population of 95,000. These inst itutions of higher educat i o n

p rovide an ‘inte l l e ctual highway’ running th rough the city, in much

the way that the Clyde connected the shipbuilding industry, according

to Dugald Cameron, outgoing director of the Glasgow School of Art.

The economic development age ncies, Scottish Ente r p rise and its arm

in the city, the Glasgow Development Age ncy, although crit icised by

some, have a tra ck re c ord for developing cluste rs of n ew businesses.

T h ey have helped to cre ate inte rm e d i a ries and bro ke rs – such as th e

Scottish Comp u ter Games Alliance, Services to Soft w a re and the Glasgow

Design Init i ative – whose job is to help fledgling high-te ch comp a n i e s

d evelop their strate g y, pre p a re business plans and find part n e rs. The

G l a s g ow Design Init i ative, for exa mple, is becoming a vo ice for the local
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Cardiff

The challenge
C a rd i ff faces a ch a l l e n ge as tough as Glasgow ’s. Card i ff has a popula-

tion of o n ly 290,000, the size of a British provi ncial city like No t t i n g h a m

or Leic e ste r. It thus has a far smaller local market for cultural pro d u c-

ers, restaurants, clubs and galleries than Glasgow. Although Cardiff is

Wa l e s ’s capital city, it was aw a rded th at st atus only in 1955. Card i ff i s

far less established than other European regional capitals – Barcelona,

M a rseilles, Edinburgh – to which it asp i res to be comp a re d .9 Thus one

lesson from Card i ff is th at scale mat te rs. Larger cities are like ly to hav e

m ore re s o u rces – both fi n a ncial and cultural – than smaller cities such as

C a rd i ff. 

C a rd i ff is central to a much larger metro p o l itan area, with a combined

p o p u l ation of a l m o st 1.4 million, known as the Va l l eys, which was domi-

n ated until the 1980s by steel and coal mining. The Va l l eys have ov e r-

s h a d owed Card i ff. They are the root of the are a’s working class polit ic s

and culture. Card i ff does not have Glasgow ’s sense – symbolised by

Charles Rennie Mack i n tosh and Alexander ‘Gre e k’ Thompson – th at it

has a dist i nctive cultural herit a ge to live up to. Although Card i ff is a port

c ity and in areas such as Ti ger Bay has a highly cosmopolitan culture, it is

less open and more paro chial than either Glasgow or Liverpool.

E c o n o m ic development policies have not been focused on cultural or

n ew media industries. Instead th ey have been aimed at at tra cting inward

i nv e stment from large companies to offset the decline of the tra d it i o n a l

i n d u stries. Entre p re n e u rship is less prominent in Card i ff than in

M a nch e ster or Birmingham. In 19 91, for exa mple, Card i ff had only 0.72

n ew businesses per 1,000 people, comp a red to 3.9 in Manch e ster and 3.4

in Birmingham. ‘The stru ct u re of h e avy industry, often part of l a r ge r

c o n g l o m e rates, meant th at often the bri g h te st young people left th e

region rather than try to go it alone. That may be st a rting to ch a n ge . ’

commented John Osmond, Director of the think tank, the Institute of

Welsh Affairs.

C a rd i ff has the same suite of i n st itutions as Glasgow: univers it i e s ,

p u b l ic ly funded arts or ga n i s ations, economic development age ncies. Ye t

in Cardiff these institutions are neither as strong as in Glasgow nor as

c o nc e rted, commit ted and know l e d geable about emerging sectors such

as design and multimedia. Arts funding in Wales lags behind th at in
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e x ited th at ye a r. Nineteen re c ord labels have been set up in Glasgow sinc e

1994, but twelve others ceased trading. 

The city faces immense ch a l l e n ges. Glasgow ’s population is in decline

and unemployment is stubbornly above average. The local market and

tax base is contracting. Only 30 per cent of Glasgow’s 21 year olds have

level three qualif ications, against a Scottish average of 42 per cent. By

E u ropean st a n d a rds the city lags well behind the fi rst division in te rm s

o f h e a l th, housing, tra n sp ort and te l e c o m m u n ic ations. Ac c ording to

Mel Young, publisher of the Big Issue in Scotland, the magazine re c ru it s

th i rteen new vendors a week in Glasgow, while in Edinburgh its vendor

workforce is declining. 

Prospects
Glasgow’s emphasis on culture has allowed the city to punch above its

weight. The players in the city’s cultural sector are more aware of what

th ey need to do, often in collaboration, to sustain Glasgow ’s cre at i v e

re p u t ation. The ‘buzz’ in the city ’s centre is more than superfic i a l .

H owever given the depths of the city ’s economic and social ills, esp e-

c i a l ly on peri p h e ral housing est ates, it would be ri d iculous to claim th e

c u l t u ral industries could tra n s form the city ’s pro sp e cts on their ow n .

The crit ical issue is how the dynamism of this sector is used to pro m o te

growth in higher quality jobs in other service sectors such as financial

s e rvices, business services and soft w a re. That link has yet to be est a b-

lished.
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The institutions
C a rd i ff has many of the inst itutions a city re qu i res to develop a dynamic

c u l t u ral economy. Howev e r, the city also shows th at what re a l ly mat te rs

is how these inst itutions inte ra ct with one another and the local economy. 

The number of u n i v e rs ity students in Card i ff has expanded fro m

14,700, in the mid-1980s, to more than 17,000 in the late 1990s. Howev e r

by contra st Rennes, a Fre nch city of about 200,000 people, has 37, 5 0 0

students. Barcelona has 134,000 students, almost a tenth of its popula-

tion. In Card i ff students make up one in twe n ty of the populat i o n .

C a rd i ff is less of a student city than either Manch e ster or Glasgow. It

has a smaller market for cheap, experimental culture and pro b a b ly

attracts and retains a lower share of young people than other cities. 

C a rd i ff has some strong sp e c i a l i st inst itutions of a rts educat i o n ,

n o t a b ly the Welsh College of M u s ic and Drama and the Un i v e rs ity of

C a rd i ff I n st it u te, which to ge ther produce sev e ral hundred tra i n e d

p e rform e rs and cre ators each ye a r. Howev e r, a recent revi ew of the ro l e

of these institutions notes: 

‘These institutions are only now beginning to pay attention to the

link between their provision and the economy of the sector in the

city. There remains little direct contact between the industry and

education, no strategy for the retention of the best talent in the

city after graduation and little enterprise training to equip gradu-

ates for entry into the economy.’10

The city council has an imp ortant role to play, mainly by running th e

St Davi d’s Conc e rt Hall in the city centre and by disbursing grants worth

about £500,000 a year to community arts organisations. Although the

city has an arts strategy it is far less ambitious than Glasgow’s and less

i n te grated with plans for economic development. The Arts Council of

Wales has started to show greater interest in the economic potential of

the arts, but its traditional role has been to fund large, stable organisa-

tions and institutions. There is little funding for individuals and entre-

preneurs. 

As a capital city, Cardiff is home to many of Wales’ national cultural

i n st itutions, including the National Orch e stra of Wales, the We l s h

National Opera and a clutch of n ational museums. These inst it u t i o n s
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England and the business support network is far less developed. As a

c o n s e qu e nce, the city ’s enga gement with its cultural entre p re n e u rs is

less effe ctive than it could be. Thus although South Wales has a dynamic

pop music scene th at has sp awned sev e ral we l l - k n own bands – the Manic

Street Pre a ch e rs, Ste re o p h o n ics and Cat atonia among them – it has a

far less developed music industry of re c ord labels, pro m o te rs and

managers than Glasgow.

Yet Card i ff also provides at least one lesson of success. The city ’s

strength in media highlights the critical role that broadcasters such as

the BBC will play in the emerging cultural economy. Cardiff ’s strength

in film, te l evision and animation stems from the way th at public

funding for the BBC and S4C, the Welsh language channel, has helped to

develop a network of independent producers. Some of these indepen-

dent producers are branching out from television into multimedia. 

The setting
Arts and cultural industries employ about 28,600 people in Wales, 2.6

per cent of the workforce. Many of these jobs are part-time and casual,

often within micro-businesses. The sector has a turnover of about £836

million and spends an additional £300 million on other services, thus

ge n e rating a fu rther 2,000 jobs. With a grow th rate of 5 per cent a ye a r,

one in twe n ty of the Welsh wor k force would be emp l oyed in these indus-

tries by the year 2020. The sector’s job-generating capacity stems from

the high levels of trade within the sector. Between 20 and 40 per cent of

sales are made to other cultural or ga n i s ations. The Welsh Dev e l o p m e n t

Age ncy est i m ates th at an extra £1 million of t u rn over in the cultura l

i n d u stries ge n e rates 100 jobs in those industries and a fu rther 74 jobs in

related industries. 

A maj ority of these cultural sector jobs are in south east Wa l e s .

According to Phil Cooke, director of the Centre for Advanced Studies at

C a rd i ff Un i v e rs ity, the city has an emp l oyed wor k force of about 17 0 , 0 0 0 ,

w ith about 10,000 in cultural, cre ative and media jobs, about 7 per cent.

C a rd i ff is home to at least 326 recognised cultural business, which

to ge ther emp l oy about 2,929 people, with about 1,865 self-e mp l oye d

p ro d u c e rs. A fu rther 2,000 jobs pro b a b ly depend upon this emp l oym e n t

within the cultural industries. The cultural industries thus make up a

small but increasingly significant sector within the Cardiff economy.
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cent of Wales’s 46.4 million tourist bed-nights a year. Cardiff ’s ratio of

to u ri sts per head of p o p u l ation is 2.3, comp a red with 9 in Edinburgh, 5.7

in Amsterdam and 7.9 in Manchester.

Media
A l though Card i ff l a cks the cultural dynamism of G l a s g ow and

M a nch e ster it has one area of o u t standing stre n g th: the media. This is a

p rime exa mple of h ow a combination of p u b l ic funding, dere g u l at i o n ,

ro b u st inst itutions and entre p re n e u rship have combined to cre ate a re l a-

tively healthy production base within the city.

The public policy commitment th at Wales should be served by its ow n

b ro a d c a ste rs – BBC Wales and S4C – has paid dividends in the past

decade and a half by helping to cre ate a body of independent pro d u c-

e rs around the city. Most of these businesses serve the bro a d c a ste rs. Ye t

in the past few ye a rs the Card i ff media cluster has st a rted to dev e l o p

sp e c i a l ities, such as animation, and it has begun to sp read into new are a s

of computer games and multimedia. 

In the 1980s th e re we re perhaps no more than 40 media companies –

independent pro d u c e rs and post - p ro d u ction houses – cluste red aro u n d

the Card i ff b ro a d c a ste rs. But since then th e re has been dra m at ic grow th

in the number of independents, fuelled by the bro a d c a ste rs deciding

to commission more pro grammes from independents as well as by new

entrants moving into the expanding multimedia sector of video, film,

computer graphics, CD-roms and Internet software. 

Ac c ording to a re p ort by Philip Cooke and Gwawr Hughes at th e

University of Wales, in the late 1990s more than 300 companies in the

Cardiff area were involved in media, animation, graphics and support

s e rvices and emp l oyed at least 2,000 wor ke rs with a combined turn ov e r

of about £90 million. About 57 per cent of these businesses employed

b e t ween one and five people and 63 per cent had a turn over of less th a n

£500,000. The grow th of e mp l oyment among the small Independents

has more than offset the decline in emp l oyment among the larger bro a d-

c a ste rs. The fu t u re pro sp e cts of the sector no long re ly on the bro a d-

c a ste rs alone, although th ey are crit ical playe rs. The media sector in

C a rd i ff depends on the stre n g ths and weaknesses of a mini-agglomera-

tion of small companies th at need to diversify into new markets and

technologies where they are less reliant upon the broadcasters.
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a re vital for a small, re l at i v e ly young nation, as a focal point for a dist i nc-

tive national culture. However th ey are also expensive. The four nat i o n a l

museums in Card i ff receive between £7 million and £10 million of st ate

s u p p ort and the Welsh National Opera receives between £5 million and

£7.5 million. The National Orchestra of Wales would not exist without

the BBC’s backing. The main role of these national inst itutions is to

deliver publicly sponsored culture to the region. They are not well inte-

grated into a local production base. 

Indeed during our interviews in Cardiff, people both young and old

we re far more like ly to mention the success of M a n ic Street Pre a ch e rs

and Ste re o p h o n ics as a symbol of a vi b rant national culture of w h ich

th ey could be proud. The South Wales pop music scene has a strong but

i n formal or ga n i s ation, around a few key venues, some inf l u e n t i a l

managers and Internet sites such as Virtual Cardiff, which takes more

than 45,000 hits a week. The very success of these local bands, howev e r,

o n ly underlines the lack of an indigenous music industry capable of

making the most of this local talent. South Wales, in contra st to Glasgow

and Manch e ste r, is strong on talent but weak on the business infra-

stru ct u re to make the most of it. Most of the earnings ge n e rated by th e s e

bands go to record labels and managers based in London. 

Wales, like Scotland, has long had a dist i nctive appro a ch to economic

d evelopment focused around the Welsh Development Age ncy (W DA ) .

The pre s e nce of an economic development age ncy with re s o u rces to

m atch its local know l e d ge should give Card i ff an adva n t a ge in dev e l-

oping its cultural economy. The WDA is developing its role in this area.

For exa mple, in conjunction with the Card i ff B ay Dev e l o p m e n t

Corporation and Screen Wales it has set up a Multimedia Development

G roup to address the development of n ew media industries in Wa l e s .

However, the WDA is largely known for attracting large inward invest-

ment pro j e cts designed to revive manufact u ring emp l oyment in th e

region. The age ncy is less used to dealing with service and soft w a re-

based sectors populated by a large number of s m a l l e r, indige n o u s

companies. 

One indic ation of h ow much fu rther Card i ff has to go to pro m o te

it s e l f as a cre ative, cultural city is its re l at i v e ly poor perform a nce in

tourism. The city’s hotel bed-space occupancy rate is low at 34 per cent.

Cardiff has 10 per cent of Wales’s population but attracts only 1.2 per
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deals for the pro d u ction and distribution of l a r ge-scale inte rn at i o n a l

p ro j e cts, such as the aw a rd winning animated Cante r b u ry Tales. The

BBCinvested nearly £2.5 million in these animation projects.

The connections between the BBC and S4C to an indigenous produc-

tion base, combined with the recently created Screen Wales to finance

film production, are strong enough to allow Cardiff ’s media cluster to

grow and develop as te chnologies and markets ch a n ge. Indeed, Card i ff ’s

re l ative stre n g th in new and old media only serves to highlight its we a k-

ness in other fields of cultural entrepreneurship.

John Osmond, of the Inst it u te for Welsh Aff a i rs, sums up the sit u a-

tion thus: 

‘Culture and particularly the media – BBC Wales and S4C – have

helped to define Welshness in a civic sense because Wales lacks

many of the distinctive traditions of law and education that

Scotland has. But we are only just moving out of a situation in

which Wales was too heavily dependent on English and in particu-

lar, London, patronage. The big industries of South Wales – steel

and coal – were British Steel and British Coal. Through the trade

unions and the Labour party the region was wrapped into a

dependent relationship with London. With the combination of

industrial change and political devolution we are entering a new

era but we are just at the outset.’

Michelle Ryan, one of the co-founders of Telessyn, the film and televi-

sion pro d u ction cooperative, makes the same point but in a diffe re n t

way: 

‘For too long we have had an apologetic culture because we are too

close to London. It is very difficult to represent Wales in a more

modern, dynamic way. Most of the country is rural: Cardiff does

not represent it. We do not have the urban culture of Manchester

or Glasgow. The Welsh language gives some people a cultural

anchor, but it can be very closed and inward looking, people just

talking to one another and not to the outside world. Creating an

English language Welsh identity is far more problematic, given

how much our culture and politics is wrapped into London. That
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The report concludes:

‘While the industry remains relatively small by the global stan-

dards of the industry centred in California and London, it is,

nevertheless, relatively robust, creative and dynamic yet largely

cooperatively-minded and flexible enough to remain competi-

tive.’11

BBC Wales is one ly nchpin of this agglomeration. The BBC spends £66

million a year on pro d u ctions based in Wales and plays a crit ical role in

p roviding st a b i l ity to this re l at i v e ly fragile sector. BBC Wales has an

annual turn over of £80 million and emp l oys 1,000 st a ff. It large ly

sustains Wales’s only professional orchestra and invests more in Welsh

c u l t u ral pro d u ction than the Arts Council of Wales. BBC Card i ff w a s

re c e n t ly designated a centre of e xc e l l e nce for music pro d u ction and has

embarked on a five year strategy to develop the local production base,

including festivals such as Cardiff Singer of the World and a proposed

world fe st i val of th e atre music. Although the BBC is sometimes crit i-

cised by Independents for being too slow moving, it will be vital to the

d evelopment of the independent sector, part ic u l a r ly as its own strate g y

takes it into digital television and on-line services. 

The BBC is also the largest single programme provider to S4C, which

was launched in 1982. The BBC provides a th i rd of S 4 C ’s Welsh language

output, eight of its ten most watched pro grammes and all of its sch o o l s

output. S4C, which is funded th rough the Department of C u l t u re, Media

and Sport in London, is also a crit ical inv e stor in the local cultura l

e c o n o my. S4C’s crit ics argue it spends qu ite large sums – an annual

i ncome of £70 million large ly from the gov e rnment – on fairly small

audiences: only 19 per cent of people in Wales are Welsh speakers. The

ch a n n e l ’s advo c ates argue th at its signific a nce extends beyond it s

vi ewing fi g u res to the suste n a nce of Welsh language and culture. We l s h

l a n g u a ge pop bands such as Cat atonia kept going before becoming

famous in part th a n ks to S4C’s patro n a ge. Card i ff ’s cluster of a n i m ators

– the likes of Joanna Quinn and Deiniol Morris – have developed in part

thanks to Chris Grace, head of animation at S4C, who is an exemplary

c u l t u ral entre p re n e u r. Grace has used the public fund available to S4C to

i nv e st in local pro d u c e rs, at tra ct foreign fi n a nce for pro j e cts and bro ke r
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Brighton

‘We do what we do because we enjoy it, it’s not just a job, it’s a lifestyle

and that is probably true of most people who work with us or for us.

Brighton is like St Ives, it’s an artists retreat. Clients from large compa-

nies love coming here. They love the sea, the restaurants. It’s lively.’

Peter Barker, Desktop Displays 

The lifestyle economy
B ri g h ton has always had a close but ambivalent re l ationship with

London. The seaside town and its envi rons have long been a popular

d e st i n ation for London day- tri p p e rs and summer to u ri sts, from th e

P ri nce Re gent onwards, and a small colony of a rt i sts and write rs who

m a i n ly wor ked in London. The nickname – ‘London by the Sea’ –

s u g ge sted Bri g h ton was little more than a distant suburb of the capit a l .

A l though Bri g h ton is home to the large st mixe d - a rts fe st i val in England

(the Brighton Festival), it has no repertory theatre, only one small arts

cinema and a dearth of venues for everything from small bands to arts

galleries.

In the past few years, however, the ‘London by the Sea’ tag has been

e m b raced. It sugge sts th at Bri g h ton is a cosmopolitan, diverse, ev e n

metropolitan place, which offers a higher quality of life than London.

Design consultant Johnny Shipp, who lives in Bri g h ton and wor ks th e re

as well as in London, says Bri g h ton shares much with London but has

little in common with the South East. He argues the town should cele-

brate its proximity to the city: ‘It should be on the tube map.’ 

Lifestyle is the main reason businesses locate in Brighton, especially

new media and cultural business. A survey by the consultancy Human

C a p ital found th at more than 70 per cent of media companies in th e

South East were there because that was where the owner chose to live.

Writer and bro a d c a ster Simon Fa n s h awe argues th at this is part ic u-

l a r ly true of B ri g h ton which is a good host to eccentric ity – it has a large

gay and lesbian population – and birthplace for ‘life sty l e’ businesses

such as the shoe shop Pied á Terre, Infinity Foods health foods and the

Body Shop. Fa n s h awe is sanguine th at many of B ri g h to n’s art i st ic

community work elsewhere most of the time. 
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is why cultural renewal and dynamism will only really take off

with some visionary political leadership, not a cautious, munici-

pal, managerialism of the kind we are all too used to.’
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ten people, though a few are larger: Maxim Training and Epic both

employ about 100 people. 

The consultancy Human Capital argues th at new media is signific a n t

in the Brighton area in part because traditional media, film and televi-

sion are re l at i v e ly small. Bri g h ton does not have a te l evision bro a d c a ste r

and th e re are only a handful of independent pro d u ction comp a n i e s .

Human Capital argues that new media companies providing corporate

we b s ite design and pro d u ction are as significant as te l evision pro d u c-

tion companies, while leisure soft w a re, such as comp u ter games, is more

significant than either film or television in the local economy.

B ri g h ton has a high conc e n tration of visual art i sts working in fi n e

a rt, applied art and design. Many in Bri g h ton claim the town has th e

l a r ge st cluster of visual art i sts outside Hox ton and Hack n ey in East

London. The only hard evidence to back up this claim is that the town’s

t we n ty studios, which offer about 300 spaces, are full. Many art i sts wor k

from home: more than 350 of them exhibit work from home in th e

‘Open House’ events which are part of the Brighton Festival.

H owev e r, as with other cities, Bri g h ton has found it difficult to turn a

thriving cultural scene into a thriving local industry.

Lifestyle entrepreneurs
Many of Brighton’s cultural entrepreneurs have a carefully cultivated,

‘non-commercial’ outlook. Despite the presence of a few larger compa-

nies, such as Epic Multimedia or Maxim Training, many new media

c o mpanies intend to remain re l at i v e ly small. As Alex Morrison of

C o g n itive Applic ations explained, qu a l ity of work is what inte re sts him,

not size of c o mp a ny. Pe ter Barker of D e s k top Disp l ays qu e st i o n e d

whether there was any advantage to organisational size in an industry

which he felt had no economies of scale.

Brighton’s new media industry is a micro-economy of service compa-

nies. Alan Cawson, Pro fe s s or of Multimedia at Sussex Un i v e rs ity and an

i nv e stor in new media companies, argues it will be hard for Bri g h to n -

based companies to grow because few have products that can provide a

decent revenue stream. Oth e rs are looking for grants and public fu n d s ,

which militates against ‘entrepreneurial solutions’ he says.

Many companies claim they do not want to invest in growth because

they will have to ‘give too much away’ if they accept venture capital or
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‘There is a large artistic community in Brighton which can

support local ventures and bring in skills from wider worlds. You

couldn’t draw on that range of skills in every town and its proxim-

ity to London helps. But it’s not London and that is what gives it

its special feel, because people choose to live here.’

In re sp e cts it is unfair and unhelpful to comp a re Bri g h ton with a

m u ch larger city, like Glasgow, with a qu ite diffe rent history. Indeed one

o f the main findings of our re s e a rch, borne out by Bri g h ton, is th at

c ities have to find their own niche, based on their dist i nctive stre n g th s .

T h e re is no easy model to fo l l ow. Bri g h ton, for a town its size, has a large ,

l i v e ly cultural community. It may seem fragile comp a red with th at of

G l a s g ow or London, but it is th ri ving comp a red with other seaside tow n s

w ith re l at i v e ly old populations such as East b o u rne or Bourn e m o u th .

This cultural community is dominated by self-e mp l oyed fre e l a nc e rs and

small businesses, many of w h ich are fragile. Howev e r, it could ye t

p ro m o te a large Inte rnet comp a ny or a comp u ter games make r. So

a l though it would be ov e r-egging Bri g h to n’s pudding to describe it as

the San Fra ncisco of the south coast, it is better placed than many tow n s

of its size to engage in the new economy.

New media and visual arts 

‘The universities matter. There are more smaller new media companies.

Some people who used to work here have just set up a business to do

computer modelling. In virtually every area we have a local option

when we need to call on a supplier or pull in a freelancer. Every

marginal step forward strengthens the local base and increases the

likelihood that eventually something will happen.’ 

Alex Morrison, managing director, Cognitive Applications

T h e re is very little data on the extent of the cultural industries in

B ri g h ton but in two areas – fine arts and new media – Bri g h ton is home

to a cluster of Independents. Wi red Sussex, a trade body, est i m ates th e re

a re about 350 new media companies in Sussex, about half o f them in

Brighton and Hove. The majority of these companies employ less than
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Public policy
Public policy led by the local authority has played a far less significant

role in Bri g h ton than in other cities such as Glasgow and Sheffield. Dav e

Re eves of Zap Pro d u ctions argued th at Bri g h ton council had only

recently woken up to the cultural activity on its doorstep.

The counc i l ’s budget is limited. Paula Murray, pro j e ct manager for

a rts and leisure in Bri g h ton and Hove Council, has a dire ct budget of

o n ly £300,000 and her main role is as a bro ker identifying opport u n i-

ties, filling in lotte ry applic ations, enc o u raging networking and so on. As

p a rt of the re l at i v e ly pro sp e rous South East, Bri g h ton is not in a posi-

tion to claim the European Union stru ct u ral fund grants available to

cities in less prosperous areas such as Cardiff and Glasgow.

I n st itutions th at receive support from the council – the Bri g h to n

Media Centre for exa mple – often find the support is in kind rather th a n

in cash. Ian Elwick of the Bri g h ton Media Centre, a managed wor ksp a c e

for media companies, said the centre had to re ly on self-help, whereas in

o ther towns such as Hudders field the local auth ority has played a more

central role. 

Some feel this is a stre n g th: many developments in Bri g h ton are gra s s-

roots init i atives rather than being dire cted from above. One such init i a-

tive is Fa b rica, an art i st-led ga l l e ry in an old ch u rch in the centre of

B ri g h ton. This bra i nchild of a rt i sts from Red Herring studios was est a b-

lished in 1995 with a th ree year grant from the Single Re ge n e rat i o n

B u d get. Although the economic development department of the counc i l

helped in securing the money, Debbie Barker, the gallery’s administra-

tor, feels Brighton has been less active than other towns in developing

and projecting its cultural industries. 

Workspace and venues continue to be a problem in Brighton. Lottery

funding will allow the town to re d evelop the Dome Theatre as a to u ri n g

venue but it lacks the ra n ge of o ther venues to exhibit art or host perfor-

mances that a city such as Glasgow has. Although the Brighton’s night-

club economy is thriving, this dominates the largest venues in the city.

B ri g h to n’s development is constrained by the sea on one side and th e

Sussex Downs on the oth e r. As Tim Cornish of S o u th East Arts points

out, unlike former industrial cities Bri g h ton does not have many decay-

ing factories and warehouses in which to cluster small businesses.
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other outside investment. But Cawson argues that many small compa-

nies do not look for outside investment because they are happy to grow

organically and keen to retain control.

While th e re is some joint pro j e ct working among Bri g h ton comp a-

nies th e re is less trade between the companies than in London’s Soho

for exa mple or even within Card i ff’s media cluste r. Indeed most Bri g h to n

p ro d u c e rs have to leave town to find clients. Nor has Bri g h ton at tra cte d

significant inward investment from large companies. 

The stre n g th, but also the weakness, of the local economy is it s

re l i a nce upon fre e l a nc e rs and independents. The local economy is adap-

tive but fragile. Fred Hasson, of i n te ra ctive TV comp a ny Victoria Re a l ,

is developing a network for new media companies with grow th pote n t i a l

in the South East, a post funded by the Gov e rnment Office for the South

East. Hasson says the general skill level in Brighton is good: 

‘There are lots of people with programming and web design

skills, but they don’t realise that these skills are not enough, soon

everyone will be able to do these things. They just want to get on

with designing their websites and content while the business is

moving on around them.’

Educational institutions 
B o th the Un i v e rs ity of Sussex and Bri g h ton Un i v e rs ity play an imp or-

tant role in the tow n’s cultural industries. The univers ities, to ge th e r

with the town’s language schools, make education the largest sector in

the Bri g h ton economy. There are between 17,000 and 20,000 st u d e n t s

in Brighton.

The Un i v e rs ity of S u s s e x ’s Cognitive Studies Department is re sp o n s i-

ble for many of the skilled gra d u ates who populate the local multime-

dia economy. Its role in the new media industry can’t be ov e rst ated. As

well as cognitive studies, which combines linguist ics, psych o l o g y, art i fi-

cial inte l l i ge nce and comp u ter sciences, Sussex also runs a we l l - re sp e cte d

media studies degree. Bri g h ton Un i v e rs ity offe rs degrees in design,

fashion and fine arts, and many of the towns visual art i sts are its gra d u-

ates. The Innovation Centre, a business inc u b ator for high te ch n o l o g y

c o mpanies, funded by the univers ities, has a waiting list of a p p l icants. 
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Sheffield

The challenge
Sheffield is seen by many as a pioneer in the development of cultural

i n d u stries’ policies. The council was one of the fi rst to identify the pote n-

tial of the cultural industries when it targe ted their development in th e

e a r ly 1980s in the te e th of a fi e rce recession in the city ’s main ste e l ,

mining and engineering industries. The city is one te st case of h ow

p u b l ic policy led inv e stment in cultural pro d u ction can help to allevi ate

the decline in a city’s traditional industries.

The Gre ater London Council had embarked on similar work, but it

st a rted from a stro n ge r, richer base. Sheffield was a provi ncial, indus-

trial city, without a regional bro a d c a sting base. Sheffield does not hav e

G l a s g ow ’s insp i ring built envi ronment, nor its history as a centre of

global trade and ideas. Sheffield had always been good at producing pop

groups and singe rs, from Joe Cocker in the 1960s to his name sake Jarvi s

in the 1990s, by way of Human League. Yet too much local talent

migrated swiftly to London. 

To stop the rot, the council took a bold strategic move to develop its

c u l t u ral industries to help to diversify the city ’s economy. Sheffi e l d’s

strategy is pro d u ction led, an echo of its strong manufact u ring culture .

S h e ffield put its emphasis on building up a pro d u ction base in th e

rather than at te mpting to at tra ct to u rism and leisure industries aro u n d

clubs, bars, cafes and re st a u rants. To ach i eve this goal the city counc i l ’s

D e p a rtment of E mp l oyment and Economic Development, (DEED) took a

leading role th at focused on the development of the cultural industri e s

quarter as a production centre. 

The cultural industries quarter
The opening of the Leadmill Arts Centre and the Yor ks h i re Art sp a c e

S o c i e ty in 1980, fo l l owed in 1986 by Red Tape studios, marked the begin-

ning of a process of d eveloping cultural pro d u ction which to d ay is

k n own as the Cultural Industries Quarter (CIQ), a former industrial are a

on the edge of the city centre. 

A 1997 report on the CIQ, commissioned by the council and its part-

ners in the venture, found that the quarter had received a cumulative

investment of £35 million over more than ten years resulting in:
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A l though the pri vate re n ted sector is large and th e re is sp a re offic e

space, cheap workspace is increasingly hard to find. 

Conclusion
B ri g h ton is making a vi rtue of n e c e s s ity. It is not so much a cultura l

i n d u strial economy but a cultural life style economy. While th e re are

institutional weaknesses, grassroots initiatives have sprung up. Where

th e re is little public funding, small-scale init i atives and self-help dev e l o p .

The question mark that hangs over these admirably adaptive strategies

is their lack of a m b ition. Many people working in Bri g h ton are happy to

be dependent upon London for work and income, as long as th ey can

retain the dist i nctive feel of l i fe in Bri g h ton. They can tick ov e r, hoping

to ride each wave of n ew te chnology but most are not aiming to do much

more than that. 

Nevertheless, as a seaside town Brighton would be even more heavily

dependent upon to u rism and confe re nces if it did not have a lively

c u l t u ral economy. It is better placed than many towns of similar size to

stand a chance of participating in the new economy.
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London, a more glamorous successor to the small municipal arts cinema,

The Anvil, which closed in 19 91. The Show room only opened in 19 9 5

after protracted debate and acquired its third and fourth screens only

w ith the help of l o t te ry funding. Wild says the Show room provides a

showcase for foreign language and special interest films and documen-

taries. Critics argue the Showroom caters only for a minority.

The DEED’s role in promoting the quarter – and in particular a small

group within the department – has provo ked crit icism th at a cliqu e

dominates the quarter. Moira Sutton, former manager of the Red Tape

record label called it a ‘boys club’: ‘All the same people are involved in

ev e ry thing. Although this is not as much the case as it used to be – it

has left a bad taste.’ Anth o ny Wa l l e r, now Dire ctor of D a nce Age ncy

C ornwall, but form e r ly in Sheffield, ack n ow l e d ged th at apart from a

few key people in and around the department most polit icians and

c o u ncil officials we re disp a raging about the CIQ until the Nat i o n a l

C e n tre for Popular Music got its Lotte ry funding. Many hope the cre at i o n

o f a Cultural Industries Development Age ncy in the city will be a ch a nc e

to bring in fresh blood.

M a ny people seem to believe the qu a rter has not fu l ly exploited it s

p o tential for networking. Moira Sutton, now a consultant to media

c o mpanies, ack n ow l e d ges th e re is some inte r-c o mp a ny working with i n

the quarter but ‘it is not in any constructive sense, a network.’ On the

c o n tra ry, she says, the CIQ ‘is phenomenally factionalised with low lev e l s

o f tru st and a culture of subsidy dependency. Ne t working even betwe e n

n at u ral allies does not happen, people get to ge ther in the pub, but it

doesn’t lead to very much.’

A l though many, including Moira Sutton, worry th at the businesses

within the CIQ are fragile and many could not survive without public

s u p p ort, most people invo lved with cultural industries in the re g i o n

believe the CIQ has helped strengthen the local skills base. ‘The techni-

cal skills base, esp e c i a l ly in music te chnology and film, is very much

b e t ter than it was ten ye a rs ago,’ she says. ‘The thing th at is horri b ly

missing is business acumen and basic people management skills. Some

companies were supported well beyond their sell-by date.’ 
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● over 150 cultural businesses in music, film, video, bro a d c a st i n g ,

design and photography

● turnover in excess of £20 million per year and between 1,300 and

1,400 jobs

● 1,500 media training places a year

● an associated infra stru ct u re and business support services th at

should be of lasting value to the city.

Film, video and music businesses account for about 30 per cent of

c u l t u ral businesses in the qu a rte r. About 75 per cent of c o mp a n i e s

e mp l oy ten people or less and only 5 per cent emp l oy more than 25.

G remlin, the comp u ter games maker and the large st cultural emp l oye r

in the city, is outside the formal Quarter.

Critics argue the CIQ is small and in respects marginal to the rest of

the Sheffield economy. Its supporters argue that Sheffield was starting

from a very low level and only now does it have a base from which it can

grow. Although Sheffield has two large univers ities and a large st u d e n t

p o p u l ation, it has lacked other cultural inst itutions – such as a local

b ro a d c a ster – th at have fed the cultural industries in other cit i e s .

S h e ffi e l d’s public inv e stment in cultural industries highlights why

c u l t u ral pro d u ction and consumption are best developed in tandem and

w hy public policy alone cannot cre ate a th ri ving cultural industri e s

sector within a city: private entrepreneurship is also required.

Debate about the role of the CIQ centres on the degree to which it is

integrated into Sheffield life. Even advocates of the quarter admit that

the focus on building up production industries meant that the public

had to wait a long time before there was much visible benefit for them

in te rms of c u l t u ral consumption. The opening of the Show ro o m

Cinema at the end of the Wor kst ation building, a former car show ro o m

and, more recently, the National Centre for Popular Music (NCPM) has

given the area a couple of a large at tra ctions. Yet it remains cut off fro m

the re st of the city centre, not least by Sheffi e l d’s notori o u s ly tricky ro a d

s y stem. A café–bar and a couple of small re st a u rants have sp rung up,

but the area is mainly quiet at night. 

Ian Wild, manager of the Show room Cinema and a gra d u ate of D E E D ,

s ays the council did not ‘marke t’ the CIQ for fear of ov e r- hyping th e

development. The Showroom is one of the largest arts cinemas outside
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many sources, among them.
Metropolitan Glasgow: Creative city,
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Glasgow Cultural Statistics Framework,
Glasgow City Council, 1998; Music
Strategy for the City of Glasgow, report
prepared for Glasgow City Council by
Comedia with Roger Tym and
Partners, with the Institute of Popular
Culture, November 1998; Creative
Scotland: The case for a national cultural
strategy, prepared by Comedia for the
National Cultural Agencies of
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Scottish Local Authorities, published
by the Scottish Arts Council; Glasgow’s
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Conclusion
Sheffield’s story shows how far public policy can go in promoting local

cultural industries but also its limits. In the midst of the sharp decline

in Sheffield’s traditional industries, the council was virtually the only

a ctor th at could address local economic development in a conc e rte d

fashion. Sheffield does not have a bro a d c a ster and lacks some of th e

cultural institutions that other cities could draw on. It has to compete

w ith Leeds, 40 miles to the north, which is re b randing it s e l f as a 24 hour

student city, and the lure of London for its talented young people. Set

against this backdrop of economic dislocation, institutional weakness

and lack of i n d i genous entre p re n e u rship, Sheffi e l d’s ach i evements are

m o d e st but imp ressive. The re tention of a local skills base in these indus-

tries is a significant ach i evement and although Gremlin, the comp u te r

games comp a ny, is not part of the CIQ it re p orts no difficulties in re c ru it-

ing local talent, in part because the CIQ has helped to develop it. 

S y lvia Harv ey of S h e ffield Hallam Un i v e rs ity, whose original work in

the 1980s led to the development of the CIQ, reflected: 

‘Things have improved, particularly in film and TV production.

Nevertheless, Sheffield remains the biggest city in England

without a TV station and without a broadcaster it is difficult to

build or sustain independent production. It is immensely diffi-

cult to grow a sector, it takes a long time. It has been a long, slow

process to grow something quite small, but even though it is

small it is rooted here.’

H owev e r, the Sheffield strategy also highlights the limits of re lying on

p u b l ic policy to drive development in these industries. The emp h a s i s

on pro d u ction, as the expense of c o n s u mption, means the links betwe e n

the two are pro b a b ly under-e x p l o ited. Dynamic cluste rs need to be open

to new entrants who drive ch a n ge, yet the re l i a nce on a small team fro m

the DEED has exposed the init i ative to accusations of é l itism. The depen-

d e nce on public money to support the Cultural Industries Quarte r

means too few of the businesses are self-s u staining or entre p re n e u rial in

outlook.
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Professor of City and Regional
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of Cardiff; Cardiff EuroCity, A report
prepared by Coopers and Lybrand for
the Institute of Welsh Affairs; Arts and
Cultural Industries in Regional
Development, Arts Council of Wales,
December 1998; State of the Arts, David
Clarke, Institute of Welsh Affairs,
1998; The Economic Impact of the Arts and

Cultural Industries in Wales, Welsh
Economic Research Unit, University of
Cardiff Business School, November
1998; Culture Innovation and Economy in
Cardiff, Centre for Advanced Studies,
University of Wales, Cardiff, May
1996; The Emerging Multimedia Cluster in
Cardiff Bay, Philip Cooke and Gawr
Hughes, Centre for Advanced Studies,
University of Wales, Cardiff, Januar y
1998.
10. Culture Innovation and Economy in
Cardiff, Centre for Advanced Studies,
University of Wales, Cardiff, May
1996.
11. Cook and Hughes, 1998 (see note 9).
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