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Chapter 1

INTRODUCTION

Michael Ward
. Deputy Leader GLC
’ and Chair, Industry and
; Employment Committee
¥

" Peter Pitt
- Chair, Arts and Recreation
~ Committee

Traditionally arguments about state policy and
culture have centred on levels of funding and
levels of subsidy for traditional art forms — for
he theatre, visual arts, classical music and so
on. This book is about other ways of thinking
about culture, emphasising in particular the role
of the new technologies of television, video,
radio, cable and satellite, and the ways in which
e production and distribution of culture is
organised as an industry. These industries are
important not only because they provide
pleasure and self-awareness, because they lift
people out of the daily routines of getting and
spending, and because they control the
production and distribution of the words,
sounds and images with which we make sense
of our lives and of the world we live in. They are
2'so important — indeed increasingly important
— as major centres of economic activity and
=mployment in their own right.

The next few years seem set to place leisure
and culture at the top of the political and social
agenda. The advent of the new
communications technologies of cable and
satellite is already forcing governments
throughout the world to make far reaching
decisions about the future of culture and its
relation to these new means of distribution.

Simultaneously, the whole question of leisure
nas taken on a new urgency with the massive
increase in free time, whether enforced or
voluntary, as working hours decline and
unemployment continues its inexorable rise. In
London alone there are now over 390,000
registered unemployed, not to mention the
thousands of students, school leavers and
elderly kept off the register and the thousands
of women who have lost their job without

registering.

on leisure reached an all time high of over £47
billion in 1984, 24.5% of all consumer
spending) or as a resource which can enable
far more people to take part in creating their
own culture and their own meanings.

In each of the cultural industries powerful and
disturbing tendencies can be seen: towards
massive concentrations of power, towards
narrowing of choice, towards a deepening of
sexist and racist prejudices and the cult of
violence, and towards the exploitation of the
most passive forms of leisure. In parallel,
however, the seeds of an alternative can be
seen, an alternative that the GLC has done
much to foster. In areas like community
publishing and video production, in the
independent record industry, and in some of the
work of Channel 4 the outlines of an alternative
to the mass, standardised culture of the
multinationals are beginning to emerge. Itis an
alternative based on promoting diversity, on
breaking down the barriers between makers
and users and on using new techniques and
technologies to enhance choice and
participation.

These new areas are important not only for their
contribution to a lively, cosmopolitan and
pluralist culture. They are also beginning to
create significant numbers of jobs. To support
these alternatives we envisage the state playing
a new role, going well beyond the provision of
culture to an often passive public. We see this
role being primarily based on investment rather
than grant aid, and on supporting economic
infrastructures — such as distribution and
publicity networks — rather than individual
productions. It is a role that will increasingly be
played by enterprise boards and economic
development organisations rather than
traditional arts funding bodies.

We see a two fold role for the state in the years
to come: first to create new jobs and new
training opportunities, particularly for those
groups which have been excluded from the
media in the past; and secondly to increase real
choice in what is available to people as users of
culture. Without this, there is a very real danger
that the forces of the market, and particularly of
the international market in areas like television,
film and music, will work to reduce choice,
producing fewer and fewer newspapers,

books, films and television programmes for
ever larger international audiences. As is made
clear in several of the chapters in this book, the
market, which parades itself as the champion of
freedom and choice, often works to reduce
access and to create artificial scarcity. We have
seen this most clearly in the case of cable
television where the private sector is seeking to
replace the universal availability of existing
television with a system where different
channels, and even individual programmes, wif®
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leisure will play central roles in the
reconstruction of the British economy. Its cable
and satellite policies — which were supposedly
going to usher in a new age of high technology
leisure and create tens of thousands of jobs —
now lie in tatters. Nearly four years after the
cable policy was announced amid fanfares,
only a few hundred homes are connected to
genuine multi-channel cable. Many of the
major investors have pulled out in despair.
Meanwhile the Government's film policies have
been condemned by almost everybody
working in the film industry as combining
mean-mindedness with confusion, threatening
the industry’s recent and well publicised
recovery. The £1.5 million that the Government
is now offering the film industry wouldn’t pay for
a fraction of the cost of a new tank, aeroplane
or missile. For the press and publishing
industries all the Government has to offer is a
(possibly temporary) reprieve from the threat to
impose VAT on books and newspapers and a
pusillanimous response to the growing power
of press barons like Murdoch and Maxwell. In
the traditional arts, the Arts Council policy that
was to have devolved funds to the regions has
been revealed as just another cover for making
sweeping cuts.

A major problem is that the present
Government shows very little interest in the
forms of culture that people actually want and
use, and in the needs of the sector as an
industry that requires long term investment.
Instead, it retains a quaint obsession with a
heritage of old masters and grand operas, and
with free markets in sectors of mass
communication notorious for their
conglomerates and multinationals.

One reason for this is their — very traditional —
view of culture as a self-contained realm which
exists in opposition to the material and the
economic, a world of expression and of
individual artistic creativity that requires
protection from the malign influence of money
and industry. Another reason is the deep
seated, elitist view that what is popular cannot
by definition also be valuable and good. A truly
radical strategy for the cultural industries must
be based on the belief that quantity and quality
need not be mutually exclusive.

This book, by contrast, takes as its starting
pointthe undeniable fact that the cultural
activities in which most people participate, the
cultural goods and services they use and
consume, are produced and distributed within
a market by large scale organisations subject to
many of the same structural economic
pressures that exist in other sectors of the
economy.

In terms of the public’'s commitment of time and
money — indeed by almost any standard of
measurement, public subsidised culture
remains very marginal by comparison. It is also,
perhaps surprisingly, intimately linked to
commercial culture, through its role as an arena
for innovation which generates products for the

commercial sector, and through the pressures
which fall on the state to support cultural forms,
such as ballet or drama, which are no longer
viable in a strictly economic sense.

The GLC's concern for the economics of
culture derives from two policy areas that have
increasingly converged. One has been the
work of the Arts and Recreation Committee,
which in the years after 1981 not only raised
spending in absolute terms to over £60 million
a year (in itself a major intevention in London’s
economy), but was also attempting, in
particular through its Community and Ethnic
Arts and Sports Sub-Committees to shift
priorities within which subsidy was distributed
in favour of previously neglected cultural
producers. This entailed directing resources
towards women and ethnic minorities, and
towards previously neglected cultural forms
such as photography, film and video, and in
particular towards sports. It aimed to ensure
that the broad range of the working class, of
women and the ethnic minorities could benefit
as cultural consumers from subsidy rather than
the narrow and privilieged elite to whom, in
general, cultural policy is, and has been
directed.

It was clear that no such policy could be
pursued successfully without close attention to
the dynamics of the cultural sectors as a whole.
Both because demands for subsidy were often
the result of shifts in the market (e.g. the
demand to subsidise cinema and certain kinds
of bookshops) and because subsidised cultural
goods and services would be competing with
the commercial sector for the spending, time
and loyalties of the audience it wished to reach.
Moreover since one of the aims of the GLC's
cultural policy was to help change both the
hierarchy of legitimacy of cultural forms and the
meanings circulating in our society, such as the
representations of gender and race, it could not
afford simply to desert the commanding
heights at present controlled either by powerful,
often multinational cultural conglomerates or by
quasi state institutions such as the BBC. The
second strand which fed into this analysis was
the work of the GLC'’s Industry and
Employment Branch, which was developing an
interventionalist economic strategy to reverse
the downward trend of employment in London.
This intervention has sought to work through a
detailed intervention in the dynamics of
different sectors of London’s economy, through
fostering production for social need rather than
just for the market, enhancing the capacity of
working people to control the process of
production, through ensuring the development
and use of technology to enhance human
creative labour rather than through destroying
and deskilling jobs, and to en | access
to training and jobs for w, E%%%Mc
minorities. R N
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d wealth creating possibilities of new
1ologies and was being linked to a utopian
ssentation of a future wired society which
ould provide massive benefits for all. The

3's investigation soon made it clear that, far
om providing new opportunities for culture

g employment, cable could in fact wreak
amage across the whole of the cultural sector,
weatening jobs and limiting diversity. Cable —
nich could encompass electronic publishing,
"n music video, new forms of

ertising — seemed to exemplify the ways in
¥hich the old barriers between different kinds
» cultural activity, and between culture and the
information and communication industries
we breaking down.

ome of the reports contained in this book
ginally formed background material to a
onference held by the GLC on the cultural
ndustries and cultural policy. The conference
sught to focus on the unequal production,
@istribution and consumption of culture in
s of class, race, sex and age, and the links
ween the market and the state subsidised
ector. Together with the other chapters they
are intended to show the outlines of a strategy
or culture in the second half of the 1980s. In a
period of such rapid change it would be
ishonest to pretend that we have all the
answers. However we feel that the ideas
‘contained here deserve a wider audience. Not
only because so much of the debate ata
national level is misguided and out of date, but
aiso because crucial questions are discussed
= — about how the state should distribute
resources and attempt to make choices about
Tv sumption, about the relations between the
=, class, race and gender, about ideologies
hlgh and low culture, about the new
"’, =chnologies of culture and communication
“and about the relationships which link
nternational and multinational culture to more
locally based cultures.

5

The present Government has shown a
remarkable ability to combine confusion and

- contradiction. It combines an obsession with
the market and popular choice with traditional,
“unreconstructed elitism. It praises films like
Chariots of Fire yet knocks away the last props
of state support for the British film industry. The
- Arnts Council promises to devolve power to the
regions, yet the Government policies on
ratecapping and the planned abolition of the
GLC and the Metropolitan counties threaten
much of what is best and most innovative at a
local level. Yet there is a coherent alternative,
one that is being pioneered in the work of the
GLC and GLEB and which can both create
Jobs and improve the quality of life.

MICHAEL WARD
BRPETER PITT
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deals with distributors. This last group of
companies is also, confusingly, called
independent. Rather than add to this confusion
or use such infelicitous phrases as ‘the new
independents’, in this report we will use the terms
‘transnational’ (which is self explanatory),
‘majors’ to describe middle level companies
which do not manufacture or distribute their
own product (e.g. Virgin, A & M and Stiff) and
‘independents’ to describe companies like
Cherry Red and Rough Trade. This has the
double advantage of eliminating some

Chapter 2

THE REGORD
INDUSTRY

confusion and putting the ‘new independents’ PAGE 9
Phil Hardy and on a par with established independents, like
Topic Records, which operate in parallel fields.
Geoff Mulgan But note that two of the transnationals operating
within the UK market are not majors by the
industry’s own definition: RCA and WEA do not
manufacture their own product in the UK.
The British Record Market
Sales
" In terms of unit sales, the UK market for pre-
A note on terminology recorded music (i.e., pre-recorded cassettes
_ ‘ o and records) peaked in the year 1978-79.
The kinds of companies operating in the record Trade deliveries for that year were: 7in records,
industry have been separated out not in terms 88.8 million (value £42.9 million); 12in records,
of their size but in terms of the degree of control 86 million (value £163.2 million) and pre-
they have over their product. Traditionally the recorded cassettes. 20.6 million (vaiue £43
‘majors’ have been those companies which million)*. The period 1979-1981 saw a marked
manufacture and distribute their own product. decline of sales and fall in the value of the
Within the UK there are three of these; CBS, record market by some 30% at constant March
EMI aqd Eolygram. Othe‘r, smaller companies 1979 prices. This reduced level of sales has
{e.g. Virgin A & M and Stiff) make production been maintained to the present day.
and distribution deals with the ‘majors’. .
Traditionally these are called independents. *The source of these and all the other figures in
Even smaller companies (e.g. Rough Trade this report is the BPI, the industry’s trade
and Cherry Red) make custom pressing deals association, unless otherwise stated. BPI
with record manufacturers, usually figures are generally considered to be the most
independent ones, and separate distribution accurate in this field.
Table 1. UK trade deliveries 1972 - 1984
Pre-recorded Total
Singles LPs tapes* Compact Discs value
Units Value Units Value Units Value Units Value
1972 46.2m £11.6m 59.3m £47.9m 8.1m £9.9m - — £69.4m
1973 54.6m £14.4m 81.0m £69.9m 15.6m £20.1m — — £104.4m
1874 62.7m £17.9m 89.5m £91.7m 20.2m £29.3m - — £138.9m
1975 56.9m £19.2m 91.6m £108.0m 20.2m £32.0m — — £159.2m
1976 56.9m £21.8m 83.8m £117.4m 18.2m £33.1m - — | £172.3m
1977 62.1m £26.3m 81.7m £131.2m 19.6m £37.3m — — £194.8m
1878 88.8m £42.9m 86.0m £163.2m 21.2m £43.9m — — £250.0m
1878 89.1m £53.9m 74.5m £161.5m 23.5m £50.3m — — £265.7m
1880 77.8m £50.8m 67.4m £148.5m 25.2m £52.5m — — £251.8m
1981 77.3m £54.8m 64.0m £145.1m 28.9m £62.1m — — £262.0m
1882 78.6m £62.2m 57.8m £139.2m 31.5m £71.0m — — | £272.5m %%\ACK & ETH/V/
1983 74.0m £65.1m 54.3m £138.0m 35.8m £84.0m 0.3m £1.5m £288. 6&\« 04,9/\
1384 77.0m £788m  541m £141.2m  453m £1040m  08m  £50m £3298m G LC %
— £
Sowrce: BPI Surveys. g Coit ose %
© <
Seciudes 8-track cartridges as well as musicassettes. 8-track sales had become negligible by 1979. Q. 3
- PRI A RS . fegio: ¥ Working for London v
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Table 2. Record Outlets

Number of shops selling records Record specialists 2,370
and tapes in 1981 Boots 260
W. H. Smith 240
F. W. Woolworth 950
Littlewoods 90
Other Department Stores 350
Radio/Electrical 405
General Music 80
PAGE 10 Bookshops/Newsagents 545
Others 170
Total 5,460 -

Source: BMRB

Employment

Accompanying this decline in sales there has
been a significant fall in employment levels. In
1979, approximately 12,000 people were
directly employed in the manufacture,
distribution and administration of record and
tape sales in the UK. In 1981, this number fell to
7,000, at which level it has been maintained to
the present day. In excess of 90% of the people
employed within the industry work in the
London (GLC) area. Currently the industry also
indirectly gives employment to a further 33,000
people (or the equivalent of 33,000 full-time
jobs). These jobs include 5,000 session
musicians**, 4,500 in general distribution
(outside of the distribution channels of the
transnationals) and 20,000 jobs in the retail
trade. In 1981 there were 5,460 retail record
outlets in the UK, broken down as follows:

There are in addition assorted activities such as
promotion, PR, and recording studio
personnel. In excess of 80% of these jobs are
based in London and the figure rises to over
95% if retailing is excluded.

Key Trends

In the mid-1980s the major trends affecting the
British record industry related both to changes
in the media used for reproducing music and to
the organisation of the industry itself. In the first
category we can see:

® 2 continuing decline in the role of vinyl,
particularly of the LP, from a peak of 91.6
million sales in 1975 to 54.3 million sales in
1983;

**|tis interesting to note that of the Musicians
Union’s 40,000 membership, only 5,000 are

® 3 rise in the role of pre-recorded cassettes
from 10.6 million units in 1980 to 35.8 million in
1983;

® the emergence of the compact disc which is
likely to become the dominant medium for
recording music.

Competition and interaction with other media is
becoming increasingly important to the
industry:

® consumer spending on video hardware and
software has undoubtedly hit the record
market;

® the pop video has established itself as an
essential marketing tool, creating a new £20
million a year industry in the UK in its wake

® the distribution and retailing of video and
computer software is increasingly going on in
parallel with that of records and tapes.

The nature of the market for music appears to
be changing as:

® the number of consistent best selling groups
continues to decline resulting in higher turnover
of artists and a larger number of releases;

® the market becomes increasingly fragmented
and specialised;

The majors appear to be continuing a slow
decline as the old independents (such as Virgin
and Stiff) consolidate their positions, as the new
independent sector has shown its ability to
survive the sharp downturn in the market at the
beginning of the 1980s, and.as e Sdsitign

the majors in the area IlkgO%anufacturmg aﬂ%
distribution is undermiged.

3/\\\J\’3“N

engaged in regular session work. Moreover the majors are less able t§ co i an

majority of these 5,000 come from the Union’s environment of raplcﬁy chan ere

10,000 strong Central London Branch. flexibility is critical. & S N
Working for London

archive.parmindervir.com




W the transnationals, indeed virtually all record
panies, have significant, and highly

able, interests in music publishing. Since
= fifties, at an ever escalating pace, they have
ght into and bought up the Tin Pan Alley
e established) publishers and formed their
‘own publishing companies, with the result that
mow they are the major force in music

EMI's Music Box subsidiary which is now being
distributed by satellite throughout Europe.

Of all the transnationals EMI, because of its
‘imperial past' is the best established in the Far
East. It even owns a record manufacturing plant
in Peking for example.

In 1979, EMI's world music sales of $862.2
million accounted for 50% of its turnover.

JAHOS?

| publishing. Polygram PAGE 11
The origins of this European-based
, css transnational lie in the one-time British owned
: e Deutsche Gramophon. After World War One,
£8S Records i the music cﬁvnsmn O.f the vast the company went independent (in 1924) and
GBS broadcasting corporation. Music, . was eventually bought by the engineering
“ncluding publishing, accou_nts for almost 39 Yo based company Seimens in 1941. In 1962,
dCBS turnover; broadcastl‘ng fpr some 40%. Seimens merged its record interests with those
SN intorests include mqsncal lns‘tru.ments, of the Dutch Philips electrical company. In
ltysand Pockand magazine publishing. In 1972 this jointly owned company was renamed
great part because of its complex corporate Polygram and set about establishing itself in the
Jciure CBS has a reputation fqr being world record market. Currently, as well as
| '"'Pe'?O”a‘ and very pureaucratlcglly Phonogram and Polydor, Polygram owns the
organized. More.over, in general, with the Decca, RSO, Casablanca, Mercury, MGM
moteable exception of Warner labels, the Chess catalogue and a significant
Communications, th_e transnationals are not, share of Barclay, France's largest record
e smaller companies suchas A & M and company. The projected merger with Warner
Wirgin, A & R* oriented. They tend to operate Communications will give Polygram access to
#ke first division football clubs and buy up the the American market in which it has never fully
gontracts of star players from the lower established itself - in 1979, only 20% of
"P"°"S (smaller companies) and then use Polygram’s sales came from America, the
heir marketing muscle to recoup their world’s largest record market - and will give
“‘5‘"‘9”" rather than search outand develop Warner's WEA labels a substantial stake in the
e own talent. European market as well as direct access to the
Philips developed compact disc (CD).
Thorn EMI
The company’s world wide sales, which come
In 1975, EMI was the longest established and almost entirely from music - it set up a film and
probably the largest recording organization in television division in 1979 - were £1.300 million
e world: one in every five records sold in 1979.
hroughout the world was manufactured by
EMI. Although it has extensive interests outside RCA
~ music-in TV (it has a large stake in Thames
TV), h_lr_n (prodgctlpn, d|stnl_3ut|on A ; In contrast to CBS and EMI, with both of which
m‘m:bmon)' fodllo (it han & s'lzeable Staka i RCA shares many characteristics, being
*ch’on?(r:]:, gr:gﬂgfléﬁ ngégg_‘?r){ 1h é);egl,s,so% involved in broadcasting (Iilfe CBS) and tl:le
{£500 miliion) of its sale? c;‘e}me frHom its muiic mgi%ffﬁ?sﬂir?fhgﬁ:\zféIr'gsingl i’thA S
| end ofttic(el r;gl\;xedr:ggspsuaalsEl\lllr}gg;/er?g(etgﬁg etde corporation with a significant proportoion of its ,
and facing a recession in the record industry. wr?@ﬁﬁysf@%rfog?dfg ;errs\ﬁﬁgﬁri‘f 1/ ;?;RCA 8
The merger with Thorn in 1980, an electronics Rg A it hés always been to tr{e
. ::‘:f'tar:nsul"rgs;ﬁgtgrli?;?rberztjgl?]t-r%w razor rather than the razor blade, to technology
management and a rapid turnabout in the rather than software. Hence, in contrast to the
company's financial position. This was other transnationals, which since World War |l
achieved by severe cutbacks in the music have largely relied on Japan for technollog‘ical
@wision and the selling of peripheral interests, ?eivherl\?)ﬁ)omen'tl?ﬁ;g:sz;sé:;?t?g Qfet?\\i/slzl}i/sm
“notzably the Blackpool Tower and the infamous sl gy 1he ot P oy
brain scanner. The marriage of the hardware- CA's own version of the video disc which |
ariented Thorn and software-oriented EMI was pioneered at vast cost.
glearly constructed with an eye to the video and ; ' : \ ACK & ET,
: : o The company’s fluctuating commitment to o) A,
QR \vlicn. The obivious exgmple ol thiss music is r%fle{:ted in the c%nsiderab,le executive . \‘0?’% /V/C%
instability in the music division: 1982-1983 for & 2
example saw two whole ‘sets’ of executives L G LC
*A & R is Artists and Repertoire, the ‘new talent’ leave RCA Records. Of the transnationals, R§A
gdepartment within a record company. has the most conservative music policy. & Rk A
Working for London
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PAGE 12

WEA

Formed through a series of complex corporate
mergers in the sixties, Warner
Communications, the holding company of-
which WEA is the record division, is the most
media-oriented of the transnationals. Currently
music accounts for just over 40% of its sales
(estimated at $1,648 million in 1979) and films

for the same. However, because of the

- corporation’s deep involvement in film these

proportions can change significantly year by
year. In 1981, when Warner Brothers had
several blockbuster films, its film earnings rose
to 60%. Other interests include publishing, toys
(the Atari corporation) and cable (MTV, which it

Market Share and the Transnational

jointly owns with American Express). Its major
record labels are Warners, Elecktra Asylum
and Atlantic.

Significantly of all the transnationals, Warner's
growth has most closely paralleled the
emergence of rock as the dominant form of
popular music, to which the company has
committed itself almost exclusively. Moreover, it
has been far more successful in the American
market than elsewhere, either in terms of
‘exporting’ American hits or generating hits in
its branch companies overseas. It is this
lopsidedness that makes the projected merger
with Polygram so attractive to the company.

The trends in UK domestic market share can be seen in the following tables:

Table 3a. UK Domestic Market Share - Singles: Leading Companies % 1974-84

1974 1978
CBS 11.5 13.8
WEA 4.4 14.8
EMI 18.5 20.2
RCA 6.0 3.1
Island 4.1 o
Phonogram 6.7 7:5
Virgin - 2.2
Ariola/Arista = —
Chrysalis — 2.6
London 41 —
Polydor 11.3 11.0
MCA = =
AEM 1.6 1.8
PRT 76 71
Record Shack — —
Others — —

Source: Music Week.

1979 1980 1981 1982 1983 1984

165 | 131 | 163 | 11.8 | 154 | 160
170 136 9.9 9.6 81 1141
189 195 142 121 9.9 9.1
3.6 6.4 7.6 8.8 9.1 9.1
2.1 2.6 5.0 3.9 5.9 8.0
5.9 6.8 74 105 6.4 7.9
4.3 3.0 4.9 6.5 9.8 6.9
— 3.6 3.9 3.9 3.8 3.3
4.2 5.2 4.8 3.3 3.6 3.2
— - - 2.4 25 a2
8.1 7.0 8.0 4 5.8 3.2
== . s - - 2.7
4.6 4.3 3.0 2.0 26 2.0
6.8 3.8 25 2.4 1.4 1.3
- L il s = 1.3
— = 1 3 L1 n7e
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ce: Music Week.

o= Music Week.

3c. Singles Leading Labels % 1984

e. Transnational Market Share

‘83

15.4
9.9
14.7
9.1
8.1

57.2

=d by Polygram.

1974 1978
10.1 13.8
25.3 21.7

7.6 11.1
7.6 5.5
212 1.6
5.8 —
10.4 10.8
6.3 5.6
= 1.9
6.3 52
4.9 2.4
— 39
9.3
53
5:2
5.1
4.8
4.7
41
3.2
3.1
3.1
2.8
2.6
2:5
2.4
2.1
39.7
Singles
‘82 ‘81
11.8 15.3
12.1 14.2
20.2 15.4
8.8 7.6
9.6 9.9
62.5 62.4

1979

16.3
18.7
13.5
4.1
2.7
7.8
5.7
4.8
3.6
1.4
4.7
3.3

Table 3d. Albums Leading Labels % 1984

CBS
Epic
EMI

1980

13.9
19.0
12.7
5.2
2.8
7.9
4.8
3.2
3.8
2.8
5.1
3.9

EMI/Virgin

Island
Polydor
Virgin
Motown
Warner Bros
Chrysalis
Telstar
K-Tel
RCA
Arista
Vertigo
MCA
Others

e 3b. UK Domestic Market Share — Albums: Leading Companies % 1974-84

1981

15.8
15.9
11.2
5.1
4.7
1.9
7.7
5.6
3.6
3.4
29
1.5
3.8
4.0

Source: Music Week.

‘80 72
13.1 7.6
19.5 17.0
13.8 20.2

6.4 9.5
13.6 6.8
66.4 61.1

'83

16.1
11.1
13.2
8.1
6.6

56.1

1982 1983
141 16.8
12.5 12.1

9.6 6.9
6.9 8.5
5:2 7.8
24 2.6
8.5 5.4
8.0 5.8
2.4 3.0
3.7 2.3
2.4 2.3
17 1.3
3.1 3.4
3.5 3.8

Albums

‘82

14.2
12:5
18.9
6.9
9.6

62.1

‘81

15.8
15.9
16.2

5.1
11.2

64.2

N
ah they are run separately, apart from manufacture and distribution, Polydor, Phonogram and Decca §
(a1

1984
17.2
12,9

9.8
8.4
7.4
5.4
5.2
5.0
3.1
26
2.1
2.1
18
18
18
13.4

7.7
7.0
4.9
4.4
3.9
3.8
3.5
3.2
3.1
2.9
29
2.8
2.3
2.2
21
2.0
41.3
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These figures can be further broken down to
show the market share garnered by the
transnationals:

The transnationals’ dominance of the UK
market is paralleled in the world market place
where the same five companies have a 70%
share. If to the above UK figures we add the
record sales of the companies whose product
is manufactured by the transnationals then they
can be described as controlling almost 95% of
the market.

Yet despite this degree of control, none of the
transnationals or the majors have operated in
profit from their UK activities alone since 1979.
This statement is impossible to back up with
figures, primarily because of the way the
accounts of the transnationals are presented.

However it is a widely held view within the
industry and several managing directors of
majors and transnationals have gone on record
to this effect. ICC's 1983 report on the music
trade, which includes in its survey the results of
the far more profitable music publishing
companies, concludes bleakly: ‘The combined
results of 1979 of the largest companies in the
sector showed a trading loss’.

However, there seems to be at present little
chance that either a transnational or one of the
majors would either withdraw from the British
market or cease operations altogether. The
reason for this is that although the UK market
(which compromises 6% of the world market) is
unprofitable in itself, British recordings account
for almost 25% of world sales, estimated at over
16,800 million in value in 1980. The
transnationals set up shop in the UK in the late
1960s to tap the great British talent pool
unveiled by the success of the Beatles in the
world markets. The subsequent string of
international successes which British rock has
provided almost conveyor belt fashion and the
size of the UK market in the early 1970s (which

at 10% of the world market was profitable in its
own right) saw the transnationals gearing up to
a level of sales and activity that is uneconomic
atthe present time. In short, their bases are
bigger than the UK market can support. The
current phenomenal success of British signings
in the all important American market (which

Table 4. Consumer spending on records and tapes

1975 1977
Spending on records
and pre-recorded tapes 238.9 .| 272.0
(current prices, £m)
Spending on records and
pre-recorded tapes 456.9 @ 391.5
(constant 1980 prices, £m)
Spending on records and
pre-recorded tapes as percentage 0.369 0.314

of total consumer spending

Sources: BPI, UK National Accts. 1984

represents some 50% of the world record
market) would seem to demonstrate the
correctness of the transnationals decision to
remain in the UK market.

This success however, does not necessarily
imply either a healthy British record industry or
a healthy British music scene. The current
international success reflects only the success
of the transnationals in finding exportable
British music. (All the transnationals have an
inter-branch accounting system whereby the
branch that signs an act receives royalties, as if
the act were licensed, from sister companies if
they successfully market that signing in their
territory. This is important for reasons of morale
and more significantly to identify profit centres.)
The implications of this could be far from
healthy for the local British music scene.
Moreover, it could be that in the long term this
seeking for exportable British music at the
expense of nurturing local talent for a local
market might backfire on the transnationals.

The Responses of the
Transnationals and Majors
to the Recession

The major reason for the decline in the size of
the UK market has been the recession.
Coupled with the continued growth of long term
unemployment in the industry’s key target
audience of young peoples between the ages
of 16 and 24, this has had the effect of
significantly reducing the real spending money
available for the purchase of commercially
available recordings.

Another significant factor is the practice of
‘home taping’. Even if the industry’s estimate of
£305 million as the value of lost sales is
considered excessive, ‘home taping’ has
clearly further depressed the UK record
market. The significant fall in album sales in
1982-83, especially compared to the steady
rise of pre-recorded cassette sales, goes some
way to justify the BPI's claim that as a result of
‘home taping’, “young people . . . are just not
acquiring the habit of (LP) buying”. Since 1979,
the industry has, unsuccessfully, lobbied
government for the imposition of a substantial

1979 1980 1981 1982 @ 1983 | 198

398.3 439.0 428.0 4620 488.0 549.

463.3
«°
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y on blank audio tapes. Were they to be
scessful, according to the BPI's figures, the
and transnationals would return to
pi2bility on their UK operations. | am

»ous of this. Moreover, at present, the
position of such a levy seems highly unlikely.

2 continued growth of pre-recorded cassette

es at the expense of albums is a direct

“ection of changes in the social patterns of
consumption of music that have followed

s infroduction by Sony of the Walkman and

= development of micro Hi Fi units. These

= made it possible to consume music ‘on

& move’, using cassettes rather than records.

"e wake of this change, the price and quality

‘reproduction of a cassette have fallen and

1 respectively to that of an album.

= same time, American and British

ce surveys suggest that the rock

ce is getting older. In America, for

@mple, a recently completed RIAA survey

Sicates that in 1982 the 15-24 age year olds

: ted for 39% of purchases as against

i5% In the years 1979-81. This decline in the
wrehasing power of the industry’s ‘key target

7 ce' is the result of both the recession and

& 20solute decline in numbers of that group.

hose numbers will only rise in the early 1990s
=n the baby boom children of the late

=nties ‘come on stream’. The implications of
s are that, even if the recession bottoms out,
reduced size of the key target audience will

ean a smaller growth curve in the youth-

ated aspects of the record market rather

an 2 return to the heyday of the early

: B

% response of the industry to the savage

ction in the size of its UK market has been

T The years since 1979 have seen a spate

¥ ciosures and mergers. The ailing EMI was
scued by Thorn, and Decca was divided up

¥=tween Racal (which took the company's
=cwronics division) and Polygram which

bed up the record side. At the same time

has been throughout the industry an ever

asing belt tightening exercise.

canily, it was only in the wake of this that
embers of an industry never known for their
Werest in trade unions started to take an

=restin such matters). The latest merger

asnounced is the planned worldwide union

=en Warner Communications Inc. (which

ois the WEA family of labels) and

aram. The complex deal involves WEA

3 out the German company Seimens, the

owner with the Dutch company Philips,

2oh a share deal which offers Polygram a

stantial stake in WEA’s American operation.

On an international level the deal offers both

artes access to markets in which they have

2 previously been strongly established (WEA,

2oe and Polygram, America) and gives

—& instant access to the Polygram-

eveloped Compact Disc (CD). For the UK

maustry the merger of Polygram and WEA

closure of WEA's distribution division with the
loss of some 200 jobs.

The projected closure of WEA'’s distribution
arm leads us directly to the most significant
long term responses of the transnationals (and
majors) to the recession. This is the closure of
four manufacturing plants since 1979. These
are Decca’s New Malden factory, Pye's
Mitcham factory, RCA’s modern factory in
Washington, County Durham and WEA's West
Drayton factory — following the decision of WCI
to centralize its European manufacturing in
West Germany. These closures account for
nearly 70% of the industry’s job losses since
1979. At present of the transnationals, only EMI,
CBS and Polygram still manufacture records in
the UK. Of these CBS, which opened a new
factory in Aylesbury in 1980, is firmly
committed to the UK as a manufacturing
centre, though this, of course, is a policy that
could be reversed. Similarly it is hard to
imagine EMI, the one UK based transnational,
ceasing to manufacture in the UK.

The decision by WEA to close down its West
Drayton factory is probably the most indicative
action of the policies of the transnationals.
Sales are down worldwide since 1979 with the
result that worldwide production capacity is
currently well in excess of demand. This,
together with sharp rises in the costs of
manufacture and distribution, has led to an
increased centralization of manufacture for the
European market (including the UK) at the
point where the ‘best deal’ can be made by the
transnationals. At the same time, within the UK
the transnationals are fiercely competing with
each other for manufacturing business, offering
production and distribution deals to smaller
companies at very attractive prices simply to
get the business and thereby keep their
factories and distribution divisions operating at
realistic levels.

By all accounts WEA (which in 1982 had a
9.6% share of both the UK singles and album
“market) received substantial incentives from
the German government to centre its European
manufacturing in Germany. Arista/Ariola (3.9%
singles; 3.7% albums) has similarly withdrawn
its manufacturing from the UK to the huge
Sonopress factory in Germany which, like itself,
is owned by Bertelsmann GMBH. Currently
Sonopress, a very modern, efficiently run
factory with a capacity in excess of over 40
million 12" records a year, is actively seeking
manufacturing business in the UK at very
attractive prices. At present it is negotiating with
RCA Europe to manufacture for them.
Presumably if that deal comes off eventually
RCA UK (8.8% singles; 6.9% albums) will
follow suit on the expiry of its production and
distribution deal with EMI. The chances of this
happening seem much greater since the
announcement that RCA has taken a 50% staké
in Arista/Ariola. The details of this deal are
unclear - has RCA taken a stake justin Arlsta?
Ariola America or in Arista/Ariola worIdwude& -
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Within the UK, Virgin (6.4% singles; 5.2%
albums) has just ended its production and
distribution deal with CBS and gone to EMI,
reportedly because it got an even better deal
from EMI, the implications of the above are that
both on a European scale and within the UK the
major manufacturers are close to a price
cutting war. Certainly they are seeking to
maintain their own levels of manufacturing and
distribution through aggressive pricing.

Another interesting result has been a significant
growth in co-operation between the different
branches of the transnationals. Polygram is the
most notable example of this. Five years ago
Polygram UK would have gone to other British
manufacturers if it got a big selling single and
lacked the manufacturing capacity. Nowadays,
it attempts, like Bertelsmann, to keep the
business ‘in the family’ and goes, when
feasible, to sister Polygram companies in
Europe. This raises the possibility that
Polygram might cease manufacturing in the UK
and instead, like WEA, merely import finished
copies from Europe. This in turn reinforces the
point that in the music industry cultural
production, the creation of the product (a song,
anew act, a sound, etc.), and its physical
manufacture as a saleable commodity need not
occur side by side, let alone in the same
country.

Of course, the withdrawal from manufacture in
a market need not necessarily lead to a
withdrawal from cultural production in that
market. However, such a reduction in that
market inevitably involves a reduction in
ancillary activities (sleeve manufacturing, the
preparation of art work, mastering, some
administration, etc.) which means a further fall
in employment levels. Along with this general
reduction in activity there follows a tendency to
use the cultural facilities of that market
(designers, studios, session musicians, etc.)
less. An example of this can be found in the
classical and film music field. Ten years ago,
50% of the income of the four London
orchestras came from recording work. In 1979/
80, one of those orchestras received 25% of its
income from recording work, in 1982/83, only
8% of its revenue came from recording work.
Most of this lost work has gone to East Europe
and back to America. Similarly there has been
a significant reduction in the amount of the film
music recorded in this country. The net result of
these two trends has been to putincreased
pressures on the orchestras and musicians
involved. This is an example of changes in the
musical policies of foreign producers directly
impoverishing British (and specifically
London’s) cultural life.

As yet, the confidence of all concerned in the
depth of the talent pool of British rock/pop/new
music acts is so strong that a withdrawal from
cultural production in these areas seems highly
unlikely at present. Were British acts to be less
successful internationally - and there have
been such times in the past, most notably when
British punk and new wave music failed to

achieve any substantial success in America in
the late seventies - the size of the British market
would make it unprofitable for the
transnationals to attempt to ‘import’ hits from
other markets unless they could at the same
time considerably cut back their investment in
the UK music scene. The effect of such a
drastic shift in the policies of the transnationals
would be at the expense of locally developed
musical styles (which would have already
proved themselves to be unexportable). Again
it must be stressed that these eventualities are
unlikely to come to pass in the immediate
future. But what such possibilities make clear is
that in a fashion industry, which the music
industry is, it requires absolute confidence on
behalf of the transnationals to build upon such
shaky foundations as notions of a ‘talent pool'.

Marketing the product

Another response to the decline in market size
of the transnationals and majors has been to
intensify their attempts to hold onto their share
of the market. This has involved the industry
since 1979 in an unending series of dubious
marketing practices collectively known as
‘Chart Hyping'. In the winter of 1980 these
activities reached such a crescendo that when
they were exposed the Managing Director of
WEA who was also at that time the Chairman of
the BPI (the industry’s trade association and
theoretically its watchdog) swiftly resigned from
both posts. (See Appendix 1 for much greater
detail on how and why chart hyping works).
The 12" single and picture disc are two other,
less unpalateable, marketing gimmicks.
Interestingly, though at first 12" singles were
only available either at chart return shops or for
promotional use, they now comprise 20% of the
singles market.

Currently the industry is divided about the latest
form of chart hyping, the giving away of T-shirts
free with singles at selected chart return shops.
The T-shirts would normally cost far more than
the single. The large companies (who can more
easily afford such promotional activity) have
defended the practice - “It's part of the
excitement of selling records”, (Maurice
Oberstein, the head of CBS UK) - while the
smaller companies (who can’t afford such
promotional ploys) have called for an end to the
practice.

It's important to note that these sharp marketing
practices are not in any way exceptional but
merely an extension of general tendencies
within an industry that allocates a very large
percentage of its expenditure to the promotion
and marketing of its product. In addition the
industry spends a considerable amount on
advertising (£23.2 million in 1982, excluding
direct response TV advertigiog ang trade
journals). o%%e& llKi‘/\);v/c
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wed on radio and TV etc. (See section below
the Music Industry and Radio).

. because of this that, in addition to their
gtical integration, the transnationals are also
involved in allied cultural industries. To
ke just one example, the British based Thorn
Wl is heavily involved in TV manufacture and
al, film (production and distribution) and
padcasting (TV and radio). In the past the
ansnationals rarely made explicit marketing
ections between the different cultural

still developing - it would seem to represent a
radically different form of partnership between
the music, television industries and one that
involves a significant degree of restructuring of
those industries, and most importantly of the
cultural products they produce. The pop-video
phenomenon, its relation to TV and to future
Cable TV development has been already
examined elsewhere. Here we will raise just one
of the complex issues that pop videos pose, the
threat to domestic and local musical cultures.

odities they produced. In recent years PAGE 17
has changed. The classic example of the -
nt marketing strategy developed for the Video
smedia cultural product is that mounted by
aramount and the Polygram bankrolled RSO The current success of British acts in the
eCco ds for Saturdqy Night Fever in which the American market comes after a lengthy period
sic (album and singles) and film were used during which the British record industry was
) promote each other. unable, with a few notable exceptions, to export
! ' the New Wave music of the late seventies to
ubsequently this strategy has been repeated, America. At the same time, British New Wave
sined and extended ad nauseum. However, music was successful in Europe. This was less
ch a marketing strategy (like the tie up a matter of the closeness of British and
ween a film/TV programme and a book) European tastes. It has much more to do with
erally involves no more than co-operation the openness of European radio stations and
ween the two partners gwho may represent the speed with which links were forged
=rent companies/divisions within a between British and European independents.
snational). Although the character of the The root cause of the failure of British New
ndustry’ behind the pop video phenomenon Wave music in America was the resistance of
as not yet been established - the ‘industry’ is the 3,000 or so radio stations there to a music
‘able 5a. Cost Breakdowns
Pop LP Pop Casette 7" Single 12" Single
Seiail Price £4.99 £4.99 £1.35 £2.29
VAT 0.65 0.65 0.18 0.30
Dealer Margin 1.08 1.03 0.24 0.40
Distribution and dealer discounts 0.73 0.73 0.20 0.34
ist royalty 0.73 0.62 0.16 0.20
Mechanical copyright royalty 0.27 0.27 0.07 0.12
Design and packaging 0.20 0.06 0.06 0.10
Manufacturing 0.38 0.37 0.15 0.38
Total A & R cost 0.23 0.23 0.07 0.10
dvertising and promotion 0.22 0.22 0.07 0.12
Contribution to overheads- 0.52 0.52 0.15 0.25
Profit (Loss) 0.14 0.29 0.00 (0.02)
Source: BPI Yearbook 1984
‘Table 5b. Advertising Expenditure
Millions of £ 1975 1976 1977 1978 1979 1980 1981 1982
Radio 07 | 10 | 18| 17 | 12| o7 | 04 | 05
Press (Excluding trade journals) 2.0 2:6 3.5 4.9 4.8 4.5 5.9 3.9
Television (Rate card values) 4.6 6.4 9.2 12.7 12.6 21.3 271 35.0 %%LACK 2 ETH/V
Gross nominal value of press ¢ © P
space and TV and radio time 7.3 9.9 14.0 19.3 18.6 26.5 33.4 41.4 3\ 45)&
Estimated gross value of “Direct 3 G L C %
Response” TV advertising — — - — i8] 5.6 10.2 12§ C;
= & 1981-1986 =
o
Source: BPI Yearbook 1982 Working for London "
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which was markedly different from the Adult
Oriented Rock (AOR) music the stations had
adopted. This musical conservatism (which
suited the audience profiles the stations
delivered to their advertisers) precluded New
Wave music being played. Without radio
exposure, the centrality of which to the
promotion of Pop/rock in any market cannot be
over-estimated, and in an economic climate in
which record companies could not afford to
promote their successful British acts in America
by underwriting tours there, it proved
impossible to market British New Wave music
in America.

The current level of success of British acts in
America (which according to one estimate
produced earnings in excess of £100 million
last year) has directly followed the exposure
British acts suddenly achieved on MTV, the
cable television channel operated by Warner-
Amex (a joint venture of Warner
Communications and American Express).
When MTV began broadcasting in August 1981
it had two million subscribers (the channel is
offered free by local cable operators). Now it
has in excess of 15 million subscribers. The
basis of MTV’s 24 hour rolling programme is
pop videos.

Begun as an innovative promotional aid to prop
up their shares in the ailing British record
market those very same pop videos have
brought the major British record companies
and transnationals this phenomenal American
success. But note carefully itis not simply the
wonders of ‘British talent’ — though the talent of
British acts is undeniable and without it any
success, domestic or international, would be
short-lived — that have brought about this
success. Rather it is the confluence of a
number of factors, in both the British and
American music and media industries.

Seen from this perspective, the current ‘British
Invasion’ of the American charts clearly
demonstrates the shakiness of the assumption
that the British industry will survive whatever,
because of the depth of the British ‘talent pool.’
Moreover, seen in the context of the growing
importance record companies are putting on
the visual appeal of their signings, and in the
way ‘possible American appeal’ is becoming a
significant element in deciding whether to sign
an act, the effects of this success in the
American market could be detrimental to the
survival of local music styles. This last point is
even more forceful in the light of swift adoption
by American companies of the trickery and
gimmickry of ‘British style’ pop videos in the
promotion of their own acts. When British acts
are no longer unique, will they still succeed in
America? Certainly the continued presence ata
high level of economic activity of the
transnationals in an uneconomic market won't
be guaranteed by the current success of British
acts in America. Moreover, the cultural cost of
such a presence, seen especially in terms of
access to the media of local music styles would
be, is overwhelming.

The Music Industry and
Radio

The relationship between the record industry
anq radio in the UK is extremely complex. For
radio, recorded music is the staple ingredient
much of its programming, generally taking 50
of any station’s broadcasting. But whereas the
radio stations use music to attract an audience
the interest of the record companies, especiz '
in the station’s programming of pop/rock
music, is to seek exposure for their product an
S0 generate sales. For the record companies
the radio stations are the key element in their
promotion of new records. It is because of
that they supply the stations with free recorgs
and make available their contracted artists fo
interviews and the like. Accordingly the rece
industry rates the ‘success’ of a radio station #
terms of how helpful it has been in ‘breaking’
newly released record. The concern is to '
transfer radio plays into sales.

The radio stations, including the BBC since i
mid sixties, have been willing to provide free
publicity for the record companies, but their
aim has been not to sell records but to capture
specific audiences. The classic example of
is the different programming policies of Radio
One and Radio Two, one plays pop/rock to a
young audience out at work, the other more
conservative middle-of-the-road (MOR) musie
to those that stay at home, notably housewives
The audiences are different and so the music
different. Though the record industry greeted
the restructure of the BBC's radio networks tha
led to the creation of Radio One with real
delight, by the early seventies it took to
describing Radio one’s musical policies as ‘toa
conservative’.

Accordingly they looked at the first
Independent Local Radio (ILR) stations with
keen anticipation. Their hope was that the ILR
stations would adopt a more adventurous
musical policy than Radio One as part of the
strategy of finding their own local audiences
and so help the industry sell the new pop mush
that the BBC's producers had turned against.
Indeed several record companies went so far
as to set up regional promotional teams aroung
the country to service the ILR stations more
efficiently, so central a role did the industry se€
the ILR network playing in the promotion of
their product.

But perhaps the strongest indication of how
favoured the ILR stations were in the early
seventies was the fee agreed between the |BA
on behalf of ILR network, and Phonographic
Performance Ltd (PPL), a collection agency
wholly owned by the record companies acting
on their behalf. PPL pays 121% of its revenue i€
the Musicians Union Wﬁ%@é‘)&fw}ion of t
contribution to sougégrecordings by ici
who are often unigientify
referred to as session i@ns
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$os= between the BBC or ILR stations and the
== because its members’ employment
srospects are impaired by the unrestricted

& e ime of the first agreement between the
nd PPL of 1976, (an ad hoc arrangement
g been in operation before hand), the low
%=== paid by the (then) 19 ILR stations were
$ought to be generous. The reason for this, of
sourse, was that it was in the record
sompanies’ interests not to lay any financial

)
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seswraints upon the success of the new network.

Sroadcasts of recorded music in which PPL
med the copyright were to be limited to 50% of

Distributing records from the many
‘independent’ labels at Rough
Trade, a company supported by
GLEB. (Photo: GLC)

hours a day averaged over a year. Each
contractor was to pay the PPL a royalty of
between 3% and 7% of Net Advertising
Revenue on a sliding scale, the higher figure
coming into operation when the station had
been on air for five years.

&
However, it quickly became apparent that the’ G

interests of the ILR stations and the record £
companies were not as close as they seemé&d.
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suited the profile required by their advertisers,
the source of their revenue and profits. The
record companies wanted the stations to play
the pop music that Radio One wasn't playing
and especially help it ‘break’ new artists and
groups. Thus, when the ILR stations found that
their audiences were more akin to that of Radio
Two, and more fragmented, the record
companies quickly gave up on the ILR network,
even to the extent of drastically reducing the

- advertising space it took with the stations. When

the recession hit the industry in the mid
seventies one of the first cutbacks was the
regional promotion teams set up to service the
ILR network. Once more the record companies
turned their attention to ‘national’ Radio One
(and the charts; see Appendix 1), the musical
policies of which had grown slightly more
adventurous in response to the setting up of the
ILR network.

Accordingly when negotiations for a new
‘needletime agreement’ began in 1979, they did
so in a very different climate of opinion. The
PPL took a much more aggressive stance and
sought a considerable rise in its royalties. The
ILR stations contested the rates offered and
took the PPL to the Performing Rights Tribunal.
The Tribunal upheld the case presented by the
PPL. The new rates came into operation on 1
October 1980. These rates were:

4% of the first £750,000 net advertising revenue
6% of the next £750,000

8% of the next £1.5 million

10% of the remainder

The above thresholds are subject to alteration
in line with movements in the Retail Price Index.

Furthermore, as a special concession to new

Table 8. Pre-tax profit as a percentage of UK sales

1975 1976 1977 1978
+10
0
=10
14 13 12 8

Sources: 1975 — 1980 BPI estimates derived from data provided for PPL by E m frof a rveygf
record companies representing just under 70% of total UK sales 1981 — 19834 PI es etall
information from companies accounting for just under 30% of UK sales and ﬁlth refere et pub

results.

radio stations, their rates payable from the date
they come on air are as follows:

2% of net advertising revenue for the first full
year of operation

3% for the next year of operation
Normal rates from the third year onwards

Since then the Association of Independent

Radio Contracts (AIRC) (which supplanted the
IBA in the negotiations as the trade association
of the ILR network) have taken the Performing
Rights Tribunal to the High Courts twice (and
are still continuing the case) to demand that the
Tribunal show just cause for its 1980 decision.
Last year the ILR network of 40 plus stations
paid £2.5 million to the PPL. Under its current
agreement with the BBC (which expires at the
end of March 1985) the PPL receives £15.1
million over a period of three and a half years in
return for allowing the BBC to broadcast 162
hours of ‘needletime’ a week to be allocated
between its four networks at its own discretion.
No new agreement has been negotiated with
AIRC since 1980. When that dispute is settled
the PPL is expected to demand an enormous
increase in its royalty from the ILR stations.

The significance of this bitter dispute between
AIR and the PPL is twofold. First it makes
absolutely clear the different commercial
interests of the two combatants at a time when
neither party is as profitable as it once was. The
ILR stations have seen a fall in their audiences
from 33% of the total radio audience in July
1982, to 29% in July 1988, and the decline in
profitability of the record industry is
domonstrated at length elsewhere in this report.
The Green Paper on Copyright of 1981,
published in response to the industry’s
lobbying for a levy on black audio tapes to stem
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.@s a result of ‘home taping’, rejected

» such a levy. It proposed instead that
i@ industry should seek extra revenue
s broadcasting networks. If the PPL

opt such a strategy on behalf of the
s could have disastrous effects on
£ policies of BBC local radio stations

) Badio One, the two places in which
2d perhaps more interesting of

ar music get a regular, if muted,

= record industry both gets

pm the radio stations and free

for its product. At a time when

he market place is more than ever

e airwaves, | suggest that, from the
of the musical culture of the UK, it
s 1o have that access controlled and
= financial arrangements of the
sons =nd the record companies.

Independent Market:
1s and Development

i 2 long tradition of independent record
anes in Britain. For the most part these
mes have operated within the fields of
shed minority music, folk, jazz, etc. Since
nave played a far more significant,
3 central, role in establishing the plurality
gics that exist within the mainstream of
B popular music. This was made possible
3 significant changes in the complex
= of the British record market in the
s and by a revolution in the tastes of the
7y's ‘key target audience’ that supported
and New Wave music against
@erable media pressure. ignificantly the

2! changes took place first.

wing the end of Resale Price Maintainance

scords at the end of the sixties the High

Multiples (W. H. Smith, Woolworth and

8) began stocking records in large

s. and discounting them as loss leaders

act more people into their stores. By the

=nties the Multiples accounted for over

the records (and cassettes) sold in the

2nd all non specialist outlets accounted for

r 50%. The effect of this change in the retail

= of records was both to make records
accessible and to restrict the choices

=en records for consumers, because the

:pecialist outlets stocked little beyond

=ed sellers (i.e., the Top 40). To remain

ssiness the specialist outlets had to further

sialize in particular forms of music, (oldies,

800, etc.), that the Multiples didn’t stock. This,

the credit controls the transnationals and

@ors imposed as the recession began to take

o1, led them to patronise the growing

oer of wholesalers and importers who

skly set up in business. These were called

% stop’, because in ‘one stop’ a retailer could

w all the records he needed, rather than deal

the various companies direct. Several of

the ‘one stops’ began licensing and re-issuing
products to serve their new customers. A few
retailers quickly followed suit. Thus, by the time
of the punk explosion there was already in
existence the framework of an independent
informal distribution system which consisted of
like minded retailers and the various one stops
dotted around the country. Moreover, whereas
for a CBS or EMI the breakeven pointon a
single, because of their huge overheads was
27,285 copies in 1975, an independent record
company could make a profit on less than
2,000 copies. It was this revolution in record
distribution that carried the message of punk
(and the musics that followed) to its audience
without the assistance of either the
transnationals (and majors) and the media.
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It is from this crack in the monolithic structure of
the industry that the independent music scene
of today has developed. Though much of the
‘new music’ that has evolved since 1977 is now
on the labels of the transnationals and majors,
there remains today an alternative music
structure of 300 or so independent labels who
get their product independently pressed and
then distributed by the four significant
independent distribution companies, IDS,
Pinnacle, Spartan and most importantly, Rough
Trade/The Cartel.

The Independent Market
Today

The independent market has declined
considerably since the late seventies when
virtually any record on an independent label
had a guaranteed sale in excess of 1,000 units.
Based on BPI and Gallup figures we calculate
the independent market of today to be 5.2
million albums (out of 55.8 million) with a trade
value (including cassettes) of £14.5 million (out
of £174.4 million). This market is shared
between 300 or so companies. This figure, in
itself, shows the reduction in the activity of the
independents. In 1980, Record Business’ Small
Labels Catalogue listed almost 400 companies.

The companies and the musics they produce
vary immensely in size and style. Thus Topic,
Bead, Hollywood and Cherry Red are all
independents but all are completely differentin
character. Topic is an established company
specializing in folk music; Bead is a ten year old
company run by a loose collective which
specializes in the Free Jazz/Improvised Music
field; Hollywood (on which Renee and Renata
had the firstindependent chart topper, ‘Save
Your Love For Me’, in 1982) is a pop label that
does one-offs like any major record company;
and Cherry Red, with its mix of acts ranging
from The Dead Kennedys to Quentin Crisp, is
clearly committed to producing independent —
mainstream music. (It is noticeable, thatin ‘/4>
recent months Cherry Red has been edging b&} G LC
itself closer to the mainstream.) Similarly, s

though all the independents are manufactur
and distributed independently (by defmmonytr
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they are so for very different reasons. Many of
the companies are one-offs, formed by bands
as an indirect means of securing a record
contract with a major company. For these
bands, the indie single/album acts as a demo
record, with the possible added advantage that
if it sells in significant numbers it demonstrates
that the group has more than merely hit
‘potential’. From the transnational’s or major's
point of view such a band has also

Table 7. Independent Labels and distributors
share of Singles market 1984
(about 7.5% of total market)

Pinnacle 2.3%

Flair 1.2%
Volume 0.2%
Factory 0.1%
Others 0.7%
IDS 1.9%
Record Shack 1.2%
Sanity 0.2%
Others 0.4%
Spartan 1.7%
Old Gold 0.5%
Mute 0.4%
Safari 0.3%
Carere 0.1%
Ritz 0.1%
Others 0.3%
Cartel/Rough Trade Records 1.6%
Rough Trade 0.7%
Mute 0.7%
Volume 0.2%
Factory 0.1%
Others 0.3%

NB Some independent labels are distributed by the
majors.

demonstrated a degree of business
‘togetherness’ compared to a band that merely
sounds good. Accordingly, many such acts
simply move onto a major label once they've
secured their indie hit, often using.that sucess
to get themselves a licensing deal and therefore
more control rather than just being contracted
as artists.

In complete contrast, Rough Trade since its
formation in 1977 has committed itself totally to
the independent movement. Its development
from a shop into a record company and the

Independent Labels share of Album market 1984

Spartan 1.2%
Ritz 0.4%
Mute 0.2%
Others 0.7%
IDS 1.2%
Canbera 0.2%
Nova 0.1%
Record Shack 0.1%
Others 0.7%
Cartel 1.0%
Rough Trade 0.6%
Mute 0.1%
Others 0.3%
Pinnacle 0.9%
Ace 0.2%
Cherry Red 0.1%
Music for Nations 0.1%
Others 0.5%
Making Waves 0.2%

(Covering whole range of Indie labels)

Figures courtesy of Gallup.

Table 8. The leading distributors and wholesalers’ market shares of total trade deliveries 1983

7" and 12" singles

% share

£ m of retailer’s purchase prices %
CBS 24.4
Polygram 21.0
EMI 18.8
RCA 9.0
WEA 8.2
Terry Blood 75
PRT 3.2
K-Tel =
MFP ==
Ronco =
Pickwick =
Lightning 21
Spartan 1.7
Pinnacle 2:4
IDS 12
Cartel 0.4
Others 0.1
Total 100.0

Source: BPI/Gallup/Euromonitor.

LPs and Cassettes
£mn % £mn
15.9 24.5 54.4
13.7 19.3 429
12.2 18.8 4.7

5.9 8.5 18.9
5.3 6.5 14.4
4.9 6.3 14.0
2.4 31 6.9
— 3.0 6.7
- 2.0 4.4
=L 1.8 4.0
= 1D 3.3
1.4 1.5 33
Il 1.0 2.2
1.5 1.0 2.2
0.8 ?’6\}\0&5 ETH/V 1.1

0.3

,q
= GLC e
&
65.1 I3 2220
o
a
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of the mockingly titled The Cartel, a
ed distribution company, comprising
o (York), Fast Products (Edinburgh),
=ast Anglia), Probe (Liverpool) which

8 central to the development of the

e music structure. Certainly it's hard to
h of the hard-edged alternative
suring distribution without Rough

the Independent Market

ia of the independents is far more

=d than it was at the end of the

s Nonetheless a significant number of
ependents maintain adventurous

pohcaes Itis this that makes the
nis so important. The share of the
: Ihe transnationals has changed little
emergence of the independent
1 In 1972 the transnationals had
d 62.8% of the singles and albums
% respectively; in 1982 their share was
& and 62.1%. But the music of 1985,

er 11 be on the labels of the transnationals
pendents, owes far more to the
s and commitment of the new
dent companies. Similarly companies
nic and Bead have done far more in the
\of folk and Free Jazz/Improvised Music
1 C8S or EMI. Where the transnationals/
's have responded to the recession by
ois 1o manipulate the market, the indies
sstered a plethora of new musics and
gured 2 new young audience. In this way the
== have in part acted as the informal A&R
2 lor more accurately R&D departments) for
= wansnationals. In doing this they are

ing a2 historical role which can be traced

% 10 the twenties and culminated in the fifties

I\eemergence of rock 'n’ roll, which was
@fathered, if not mothered, by the indies in

ce of substantial opposition from the then

d be short-sighted, however, to see the
= wholly as the eyes and ears of the
ationals. The key difference between
of the past in the UK and those now
ating is the far greater degree of
@ependence today's indies have, as a result
ir guaranteed access to the market place
ah control of their own manufacturing and
bution. Before 1976, the manufacture and
bution of records was thought to be an

ost mystical process that only the
snationals and majors knew about. The
2ring of musics since punk (and the
armous advances in music-literacy,

=cially among the present young generation
compared to previous ones) can be
Jrectly attributed to the break in the structures
o the music industry that accompanied the

e revolution.

The continued existence of the current cultural
plurality of musics is dependent in great part on
the continued existence of the indies.
Obviously, fringe musics like Free Jazz and
various folk musics could survive in a
marginalised way through the club circuit and
the Arts Council, but if such musics are ever to
escape the ghettos of being seen as ‘Art’ or
‘Ethnic’ musics, let alone enter the mainstream,
they need to be made commercially available
outside their ‘ghetto’ origins. This is precisely

-what the independents offer, and in a variety of

ways from co-operatively organized indies to
those organized along the classic
entrepreneurial structure of the small business.
In short, any sustained alternative (popular)
culture is dependent on the continued healthy
existence of the indies. It is against this
backdrop that the current crisis in the
independent movement must be seen.

The Indie Market in Decline

1983 saw a serious decline in the market for the
independent sector. The sector suffered from
the overall decline in the record market and
from a loss of some of the identity and
idiosyncracy which had characterised it
previously. In general the sector also suffered
as a result of its nature and size. Unlike the
majors the independent companies have been
unable to spread risks across products and
across different media.

The result has been a significant shakout
among labels (there are now reckoned to be
about 5-600 continuing a significant operation);
a continuing decline in the number of
independent retailers (many of which had
contributed to the overall identity of the sector)
from 2,550 in 1980 to 1,980 in 1983; the
collapse of two of the main independent
distributors, Pinnacle and IDS in the autumn of
1984. These had suffered from the excessive
competition at the poppier end of the
independent market and found themselves
unable to maintain their large sales teams and
marketing budgets. Pinnacle has now been re-
established but it is still unclear how successful
it will prove.

Rough Trade, which at one point looked set to
be a prime casualty of the decline in the sector
is now apparently thriving. In part its orientation
towards the hard edge of the sector has
insulated it from competition around the charts.
In the short term a more significant factor has
been the success of the Smiths who have
proved consistently successful despite their
refusal to make videos and to follow standard
(highly expensive) marketing techniques. Other
labels such as Mute (with Depeche Mode) and
Factory (with New Order) continue to
demonstrate the ability of the independent
sector to produce and, more important, to

//~
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Inaies grows year by year as the access routes £
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specialises in jazz, blues and folk music, and
which is set to reach a turnover of over £1
million during 1985. Like other independent
distributors the company has benefited from
the changing policies of the major retail chains
like W. H. Smith which are expanding the range
of products they carry to include non-chart
material so that they can broaden their
customer profile.

To give an indication of the kind of music that is
threatened by the sharp decline in the
indenpendent market we reproduce the Indie
chart from Music Week for the week ending

9 November 1985.

The Independent Record
Manufacturers

Record pressing is overwhelmingly centred in
London and the home counties which have
about 92% of total capacity. 67% of capacity
can be found in the majors’ three plants -
including EMI’s in Hayes and Phonogram’s
plantin Walthamstow. The remainder is run by
independents such as Damont and Lyntone
which are generally not connected with labels
or distributors.

Despite the closure of four manufacturing
plants over the last five years there is evidence
to suggest that there is still overcapacity. The
market remains highly price competitive.

Current capacity runs to about 124 million 12in
records and 114 million 7in. However many
record companies now use the services of the
large European pressing plants. A major factor
behind this is the higher quality offered by
many continental plants (an important factor in
record pressing).

Outside the majors, in Britain presses are run
for the most part on a shift system, with a
minimum of skilled labour and a large floating
part-time workforce of unskilled casuals, who
are called upon when there's a hit record to
press. The net result is inefficiency. In France
an independent record pressing plant tends to
be cleanly and efficiently run by a fixed, skilled
workforce. (The plant described is Aerecem, a
workers co-operative since 1978 when, after it
went bankrupt under private control at the
onset of the recession, the plant was re-opened
with help, including a three year tax
concession). This is a direct result of French
employment policies, which have sought to
eliminate excessive shift and overtime work
where possible. The result is a factory with
higher labour costs but with a far greater
efficiency. A further benefit of a skilled
workforce is better quality pressings, which is
very important if one’s clients are the new
independents, who are far more sensitive about
pressing quality (in great part because their
customers in turn are concerned with matters of
record quality). Also in Europe, unlike the UK

(where the factories simply wouldn't be clean
enough), sleeve production and printing tend to
be done under the same roof as record
manufacture. Thus, despite the greater
distance, custom pressing abroad can be
favourably compared to pressing within the UK
in terms of speed; and the quality is better.
From this perspective, only a change in the
relative values of the franc/mark and the pound
to the continued disadvantage of the pound
would make custom pressing abroad less
attractive.

British independent manufacturers have said
“times are tough”, but that they themselves
were OK, and complained about the energy
subsidies (power costs are substantial in the
manufacture of records) available to their
independent European competitors which
make itimpossible for them to compete on
‘quality for the price’. They have also
complained about the silly prices factories like
Sonopress are quoting. One independent
manufacturing plant is up for sale and there are
strong rumours that a second may be.

The market for pressing, like the record market
in general, is highly seasonal with the peak
coming during the autumn. We estimate that
despite overall overcapacity, at peak times
capacity roughly matches demand.

Because of the imminence of major changes in
record technologies sweeping the market few
plants are interested in investing in new
machinery. Instead black vinyl is set to
experience a long decline as the market
continues its move towards cassettes and
compact discs.

Cassette Duplication

The sales of pre-recorded cassettes are the
only absolute growth point in the British record
market (see Table 1). There are several reasons
for this. Prices of pre-recorded cassettes have
fallen relative to that of albums — similarly the
price of cassette duplication now approximates
the cost of manufacturing a 12" record.
Cassettes are more portable than records, a
factor which has taken on an added
significance following the introduction by Sony
of the Walkman and the development of micro
Hi-Fi units. The quality of reproduction on a
cassette also now more closely approximates
that of an album.

At present there is an estimated cassette
duplicating capacity of 45 million units. Set
against this, trade deliveries (March 1982 —
March 1983) were 31.6 million and in 1982 8.5
million cassettes were imp (gpd:lh

Thus, assuming contlnl@'growth ther@”& t

the moment a rough aI ee
capacity and the degaan set
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Record pressing. Why do the
‘independent’ labels always have
to stand at the back of the queue?
(Photo: EMI)

independent manufacturers (who have 50% of
the cassette duplicating market). When in the
mid-seventies, the cassette seemed about to
supplant the disc, many independent
manufacturers geared up for a revolution that is
only now occuring.

In contrast to record manufacture, where the
volume is decreasing and seems likely to
continue to do so and unit costs are wildly
variable between competing manufacturers,
the pre-recorded cassette market is a stable,
growing one in which prices vary little between
competitors. Moreover cassette duplication is a
clean industry — unlike record manufacture it
could be sited next to the Palace of
Westminster — and the machines in use are
mostly modern. More importantly, all the
indications are that cassette sales will continue
to grow in the foreseeable future. Indeed there
might even be a market for the manufacture of
cassette tape in the UK. Following the closure
of the EMI tape factory (which made some 6%

of the blank tape sold in the UK) virtually no
blank tape is made in the UK. But if cassette
duplication accordingly seems to be a
reasonable area of expansion, especially for
company significantly involved in the
threatened area of record manufacture, it is tt
compact disc that has captured the imaginati
of the manufacturers and would-be
manufacturers of recorded music.

The Compact Disc

The compact disc, a format that uses digital
encoding in place of analogue vinyl, was
launched in the UK in March 1983. Itis now
widely expected that because of the disc’s
sound quality and durability it will replace
analogue systems in the near future.

However, the disc’s initial performance was n
encouraging. Sales tar for Philips and Sc
(the main manufa %gf)%v(g}eﬁﬁb’v,@et in 19¢
—an estimated 13,000 players were sGid risin
to about 20,008 in 1 ith takihg 6(
of the marke_@)eliv ‘ dis re abgut

230,000 in 1883 with rapjd Ingreases expacte

A major proilem has proved to be the
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#ware. When CD was launched
200 titles available increasing
= summer of 1984, with a
ar0s classical music. This
those met by other attempts
ware purchasing patterns such
SC. A further barrier to the
D has been the cost of discs,
nd £15.

hed there were only two

s in operation, Polygram’s in
CBS/Sony plants in Japan.

tin the UK was opened by

:cord and tape duplicator, ata

2 £2 million. The plant will

on discs each year by the end of
#her areas it is notable that it has
spendent rather than the majors
ge=n the risk. More recently, Philips
8 i8S intention to convert its

alogue plant to CD. Plans are also
‘_ =t up a disc pressing plant (with

B million discs per year) in

moland under Roy Matthews, the

= 0f EMI's record plant at Hayes.

at problem for CD manufacturers
need to maintain absolute

s and freedom from vibrations. This
weclude London from involvement in

el .

.0f hardware and software fall CD is
Increase its share of the market.
ares greatly as to how fast this will

: ile other technologies such as

7
singles
62.1
58.0
52.5
47.5
44.0
44.0
42.0
41.0
40.0

—6.6
-9.5
-9.2
—7.4
—-4.5

3.3
—2.4

Euromonitor.

Sony's 3 hour mini-cassette are coming
onstream.

Table 9 shows one prediction of how the
market will develop as CD takes hold.

of the recorded music market through to 1990

A GLC Strategy
For the GLC the main aim has been to take PAGE 27
advantage of the increasing fragmentation and
diversity in the music market, whether it be in
the form of the new African music scene, in
heavy metal or in early music. This provides the
possibility of greatly expanding the
independent sector and offering more people
and more cultures access to the means of
reproduction and distribution. To do this,
creating new jobs and increasing choice, we
have to look at areas like distribution, marketing
and retailing, to make sure that they do more
than reinforce the power of the chart-oriented
majors. As part of this strategy GLEB and the
GLC are already beginning to make
investments in these areas to support the
independent sector as a whole.
In the last few years Britain has developed a
vital and pluralist music culture based on the
indpendent record industry. To combat the
damaging economic and cultural
consequences of transnationalisation and keep
more local control over cultural change this
sector must be supported.
12" LP Pre-rec. ~ Compact
singles records  cassettes discs Total
35.5 233.4 1567.2 2.8 491.0
423 227.7 179.9 9.4 5173
47.9 213.2 201.2 20.0 534.8
53.8 195.6 215:2 48.0 560.1
58.0 175.0 230.0 120.0 627.0
58.0 175.0 230.0 120.0 627.0
61.0 160.0 240.0 240.0 743.0
63.0 150.0 240.0 320.0 814.0
65.0 140.0 230.0 390.0 865.0
19.2 2.4 14.4 235.7 5.4
13.2 —6.4 11.8 112.8 3.4
12.3 -8.3 7.0 140.0 4.7
7.8 -10.5 6.9 150.0 11.9
¥ —8. 4. 100. 18.5 CK &
5.2 8.6 3 00.0 6\,}\ ET"//V
—6.3 — 33.3 9.6 4,9
>
3.2 -6.7 =42 21.9 g& G LC 2
£ 2
g o
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In parallel with the industry itself it is also
important to look at other media, such as radio
and, particularly in the age of the cable music
channel, at television. Both play a critical role in
attempting the shape demands for music. Yet
in London and elsewhere the strength of the
pirate radio stations demonstrates how many
cultural needs are failing to be met. In the
medium term pressure must be maintained on
radio stations and cable operators to ensure
that local and independent musics can get
access to these media. It will also be important
to avoid the implicit racism of cable channels
such as MTV. If MTV can get away with it in the
USA, which has much more powerful and
highly developed black owned record
companies than the UK this may prove a major
problem.

Finally, itis important that the GLC and other
bodies continue to subsidise live performance
of popular culture as the economics of
performance make it ever more expensive. Live
performance and festivals help to define the
identity of musical culture, and its relation to
communities and communities of interestin a
way that radio and television cannot equal.

Developments in the music industry raise
issues of both economic and cultural control.

The transnationals which control the UK and
world music industry are restructuring in
response to the worldwide recession in record
sales and the changes in technology (in CD
and Pop-video). One result is the trend towards
the creation of European centres for record and
cassette manufacture at the expense of
national, often British plants. Another, as the
WEA/Polygram merger illustrates, is the
concentration of distribution. Both trends have
produced and are likely to continue to produce
job losses in London, not only directly, but
indirectly for graphic designers, musicians etc.

Britain has developed in the last few years a
vital, pluralist musical culture linked to the
independent record sector. If we are to combat
the damaging economic and cultural
consequence of trans-nationalization and keep
more local economic and cultural control over
developments in the music then we must adopt
a strategy of support for this independent
sector.

Such a strategy requires:

® |nvestment in independent record
distribution, marketing and promotion
agencies, particularly those geared to
specialised local and cultural needs;

® Support for ‘trade bodies’ serving the
independents and musicians such as the Black
Music Association;

® Support for the emerging sector based on
community recording studios through training
schemes, help with distribution etc.

® |nvestment in venues, and the use of existing
public venues from the South Bank to town
halls as venues for popular musics;

® Support for community radio stations which
contribute to local and independent musical
culture;

@ Work with educational authorities to widen
access to the new technological skills of music
production and recording, to go alongside
existing musical tuition.

Any strategy needs to avoid becoming too
programmatic. In the longer run what is neede
is cooperation between musicians, the record
industry, local authorities and trade unions to
develop common policies which can translate
the cultural success of British popular music
culture into jobs and independence from the
multinationals.
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grain’ details of the calculations may also wish
to consult the original reports. Copies of these
have been deposited in the British Film Institute
Library, and at the National Office of the
Independent Film and Video Makers
Association.

Employment Summary

The estimated total employment of the sectors
discussed is 50,000 people. This is direct
employment, and made up as follows: PAGE 29

To this can be added various other ‘pockets’ of
employment not examined, e.g. the staff of

n Blanchard trade associations and journals, London staff of
other regional ITV contractors, ILEA schools
TV, Head office staff of trade unions, Media civil
service, Preview theatres, Film schools,
Audience research etc., bringing the figure to
the total above.

Turnover Summary
yment’ turnover & The estimated total turnover of the sectors
discussed is around £7,033.5 million. This
calculation is dependent on ignoring the
differences in accounting years for the
organisations involved, and is made up as
follows:

ing three tables bring together in
form the employment, turnover and
es which could be identified for the
sub-sectors of the audio-visual ¢
of London.

Table 2. Turnover

Cinema box office 38.5m (1981)
cases, a further discussion —seftingout o ¢ Film production ~ 230.0m (1982)
on which the figures have been
— is contained in the main body of the Channel 4 30.0m (to March'83)
. Readers interested in the more ‘fine TV commercials 100.0m (1982)
Radio commercials 6.0m (1982)
Employment Video 60.0m (1982)
Thames TV 122.0m (to March’82)
2702wt 76.0m (to July'82)
Film & Video aa00 BBCTV 241.0m (to March’82)
Facilities 6,090 BBC Radio 83.0m (to March'82)
- 11,000 Capital 14.0m (to Sept.'81)
2,200 LBC (inc. IRN) 4.0m (to Sept.’'81)
1706 ITN 20.0m (to March '83)
800- BFI 9.0 (to March'82)
220 1,033.5m
325
148

161 The above total is likely to be an under-
19,500 estimate, since it excludes e.g. TV-am, Satellite
430 TV, and the COIl budget, as well as the other

‘pockets’ of employment mentioned above.
103 BTy

S

& %
2A Output Summary cf 5
300 o
The estimated annual output in the following IS
49009 ¢ ategories can be identified: & TReATLEE®

4
JAIRD®
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Table 3. Output

268,000 cinema performances

seen by 18.25 million people (1981)
51 new feature films (1982)
29 Million video-cassette rentals,

seen by c. 60 million people (1982)
5,434 hours of Thames TV/LWT (1983)

9,662 hours of BBC network TV
29,389 hours of BBC network

(to March '82)

radio (to March '82)
3,200 hours of Channel 4 (to Nov. '83)
6,000 TV adverts (to March '82)
8,323 hours of Capital (1983)

8,760 hours of LBC/IRN (1983)
5,200 hours of BBC Radio London (1983)

For TV and radio the figures above are for
hours of output transmitted. As discussed in the
relevant sections, this includes varying
amounts of material made outside the London
area.

The broadcasting totals do not include
Breakfast TV.

Independent production

There is a basic minimal sense in which all film
and video production which is not ‘in-house’ for
BBC or ITV can be classified as ‘independent’.
This negative catch-all category can be split up
more specifically in the following ways:

a. Films made primarily for the world cinema
exhibition market.

b. Various kinds of ‘independent’ production
for TV, especially Channel 4.

c. Advertising commercials for ITV and
cinemas.

d. A sizeable ‘miscellaneous’ category of
‘sponsored’ production - industrial/training,
scientific, video ‘pop promos’, etc.

Whilst the above categories can be useful for
the purpose of analysis, it is necessary to stress
that - from both the production and facility
company standpoint - these organisations,
even if specialising in particular areas, will
frequently be involved in financing or servicing
production under several of these headings.

Moreover, the work produced will - over its
distribution life cycle - be seen by distinct
audiences via several media systems: cinemas,
video-cassette, broadcast TV, and, in prospect,
satellite and cable.

Feature Film Production

Under the relevant legislation (3), as
administered by the Dept. of Trade, film
production is classified as British if it meets the
following conditions:

1. The maker must be a British subject, an EEC
member state citizen, or a Commonwealth
citizen. This does not exclude the possibility of
the finance for the film coming from non-British
sources. Moreover, the production company
can be a subsidiary controlled by non-British
interests, to whom it has ceded the rights of
ownership and exploitation, as long as the
subsidiary is responsible for actually
undertaking the arrangements which are
necessary to make the film.

2. Not less than 75% of the labour costs of the
film have been paid to: British subjects, EEC
member state citizens, or citizens of the
Commonwealth or the Republic of Ireland.

3. The studio used, if any, must have been in
the UK, another Commonwealth country, or the
Republic of Ireland.

In addition, in the case of productions meeting
the above criteria, but where more than 20% of
the film was shot outside the UK, the distributor
eligibility for payments from the ‘Eady’ levy funt
is diminished on a sliding scale, unless the
following conditions are met:

1. The preparations for making the film have
been carried out as far as practicable in the UK

2. The normal laboratory processing work for
the film has been carried out in the UK.

3. At least 50% in terms of value of the technica
equipment used in making the film has been
provided from the UK.

Until recently, these criteria have been applied
for two main purposes: a) the setting of a quota
for UK exhibitors in relation to ‘British’ films, ani
b) the allocation of payments to distributors
from the ‘Eady’ fund. (4)

As the Cinematograph Films Council noted in
their Annual Report for 1981 *“. . . for many
years now there has been no prosecution for
failure to achieve quota. . ."”, and this
requirement has now been suspended, leaving
payments from the ‘Eady’ fund and various tax
concessions - discussed below - as the major
incentives for registration as ‘British’.

‘Eady’ funds are distributed by the British Film
Fund Agency in proportion to the eligible films'

earnings in Britain. There is @,{i@g&r&total
payments from the F of £500,000/ the
case of long films {{fe. those over 334 mfhytes).
The amount paygble t S 0 ish*fJms
or their nomineas in th unting,
year to Octobe£1981 was,a, tptal,of just over’—_“<_

£4.5 million. (53 Working for London ¥
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2ble information about film

e UK has been a regular matter
|8) In its continued absence,

he effects of such criteria of

the use of British technicians
ampanies is not possible in any
etails from the Screen

for 1981 and 1982 are
The following general points

f this (generously defined) ‘British’
: serviced from London. The area
 five UK film studios of any size, as
st all the film processing labs and
panies servicing these productions,
ged in a studio or on location in the

2 considerable weight of opinion
@ustry which regards the UK's

2 base within the world commercial
sion market (and hence the level of
}duction in any given year) as

@ pamarily by two factors:

ans in the dollar/sterling exchange

senment policy on the tax regime
sough the Finance Act & the Inland
2 flm production, under which

ms are now treated as ‘plantand

' thus allowing scope for claiming
2ozl allowances, and various

11,9

& these two mechanisms, a, is
ouah - the US remains the global
production finance. As for b., these
gnts in their current form date from
82 and are still the subject of
at/irade association discussion as
E review. (7) Although the
‘eguipment leasing and capital
& provisions has become an issue of
importance since the 1960s, their
\#m production has meant that the
%= only now becoming the subject of
sre=st and remain difficult to assess. (8)

sess (although the evidence remains
pnistic) it seems to be the case that the
o private sector funds now flowing into
» production has been increased as
hese measures.

%= off between these government fiscal
2and the greater volatility of production
slicit in the abolition of exchange
‘would be worth investigating - atthe

=t the issues at stake highlight the

sole that the government continues to
sonducting (if only by default) various

g operations’ on the overall level of
that can be classified as ‘British’,

ich is very largely a London based

International provides a useful indication of the
overall scale of this feature film production
activity. The figures below on British based or
serviced films exclude a small number of mini-
budget ‘exploitation’ films made during each
year.

Table 4. Feature Films Registered (over 72
minutes)

European
British Community™ Foreign
PAGE 31
1945 40 191
1950 74 308
1955 82 268
1960 79 254
1965 69 233
1970 85 275
1971 90 286
1982 89 297
1973 80 80 220
1974 78 94 230
1975 70 59 212
1976 64 7.2 202
1977 42 84 192
1978 51 61 174
1979 40 40 194
1980 41 38 178
1981 32 27 193
*EEC films registered before 1972 are included in
the total for foreign films.
Source: Films Branch, Dept. of Trade.
Independent Film and Video Production
and facilities
Broadcast magazine's ‘Production Guide’ for
1982/83 lists 530 film and video production
companies in the Greater London area. This
includes the bulk of the ‘independent’
production categories A-D outlined above.
however, comparison with other sources (9)
suggests that this listing slightly under-registers
a stratum of feature film producers and
financiers, as well as some of the developing
video-tape production sector - pointing to a
revised total figure of approximately 600
production companies.
The Broadcast Guide also lists a roughly
equivalent number of facility companies
(including the major film studios and film labs).
However, the two totals cannot be simply
added together since they contain a substantial
proportion of companies with entries in both the
‘production’ and ‘facility’ areas - a reflection of
the mixed activity referred to previously. ‘0%
Q‘\

As a working assumption, it can be estimated g

(@]

S

GLC

1981-1986

that there are around 300 facilities companiess
based in London (including the film labs and
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50 WHERE ARE YOU?

Video hire in the High Street — the
bubble that burst? (Photo: GLC)

studios) primarily involved in servicing the 600
companies principally involved in production.

Of the 600 production companies, probably at
most 25% (i.e. 150) are handling the bulk of the
independent film and video output (in
categories A-D). If these 150 each employ an
average of ten people each, and the remainder
employ an average of four people each, this
gives a total of 3,300.

As for the facility companies, employment
figures were identified for the following:

Pinewood Studios 650
EMI Elstree Studios 100
Shepperton Studios 30
Twickenham Studios 40
Lee International Studios 30
Molinare 160

1,010

To this can be added an estimated 3,000

LR A s

people (including clerical/admin. staff)
employed in the film labs (ten), and the
estimated 350 involved in video duplication
(see the separate section on video). These t
sub-sectors account for around 30 companie

Assuming a slightly higher average
employment (compared to production
companies) in the other c. 260 facilities - say
eight people per organisation - gives a total @
2,080 people.

This makes an overall total of:
1,01
3,00

2,08

employed in facilities 6,44

*Included here for purposes of consistency.
The figure is accounted for in the video
employment total under the employment

summary.
CK &
(,,e\,A ET/‘//V
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ommercial Cinemain

weial film distribution and exhibition

nt Report of the Monopolies and

s Commission (MMC) on ‘the supply of
‘Exhibition in Cinemas' (11) provided a
of the current structure.

we 35 companies actively engaged in
lbution. The six largest, who receive
% of all film rentals are:

»a-EMI-Warner

| International Pictures (formerly CIC and

m Distributors (formerly 20th Century
3 Disney)

Distributors
alker Distributors
=im Distributors

¥ the total film rentals paid by exhibitors in
Liust over £41 million), the major share

5
% of total film rentals (1981)

39.2
27.2

\confirms the analysis made by the Fifth

of the Interim Action Committee on the

= Industry, who noted that". . . the

soution industry in this country is

inated by consortia of mainly American

3 distributions.’ (12) The percentages

@ that US majors control not less than two
s of film rental receipts in Great Britain. (If
{Fim Distributors were added - although the
> gave no details of their share - this figure
Ja probably rise to around 75%).

= MMC put it, ‘the outstanding feature’ of

% of total GB rentals paid

32.3 (1981)

as=s/308 screens
24.7 (1981)

W=s/225 screens
on Classic 8.0 (1980)
Sroup 6.3 (1980)

2=/126 screens

palance of the rentals paid is accounted for by
& many independent cinemas and minor circuits).

the exhibition structure is that ‘it is effectively
dominated by two companies’, namely EMI
cinemas (part of Thorn EMI), and Rank Leisure
(part of the Rank Organisation). There are in
addition a number of ‘mini-majors’ owning
smaller chains. The MMC reports the shape of
this sector as follows:

The control of distribution and exhibition by the
majors is cemented by the system of
‘alignment of distributors with the main circuits.
The MMC provide the following details for the
main suppliers to EMI and Rank:

Table 7A
% of rentals paid by EMI
1. EMI cinemas in 1980 to
CIC 38.2
UA 2
CEW 30.7
Other distributors 28.4
Table 7B
% of rentals paid by Rank
2. Rank cinemas in 1981 to
Rank FD 11.3
CEW 21.1
CIC 5.4
UA 27.8
Other distributors 34.4

The interlocking oligopoly of distribution and
exhibition that this structure represents ensures
that the overwhelming bulk of the films seen in
cinemas open to the public are suplied by the
US majors, or by other distributors handling
English language films in a ‘Hollywood' idiom.

The decline in commercial cinema
exhibition

As the accompanying tables illustrate, cinema
exhibition has undergone a process of almost
unbroken decline from its post-war peak.
Annual admissions have now dropped to just
over 60 million for 1982 (13) - around 3.5% of
the 1946 figure (just over 1.6 billion).

This extended downward trend in the number
of cinemas, the numbers employed in them,
size of box-office takings etc., has now reached
the stage in which the process of steady but
stately decline which has been the sector’s fate
since the early 1960s looks set to accelerate
into more or less complete collapse.

There now exists a distinct possibility thatone ¢
or more of the main circuits could decideto &

cease operations altogether, or at least very §
drastically reduce its activities down to a core®f

PAGE 33
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Table 8. Number of cinemas in GB

Year Number Year Number
1946 4,709 1966 1,847
1948 4,694 1968 1,631
1950 4,660 1970 1,629
1952 4,609 1972 1,450
1954 4,509 1974 1,635
1956 4,349 1976 1,525
1958 3,864 1978 1,519
1960 3,034 1979 1,564
1962 2,421 1980 1,562
1964 2,057 1981 1,514
1982 1,432

Source: Dept of Trade
Table 9A. Household expenditure on entertain-
ments in GB 1953-54 to 1980
%
1963-54 1965 1975 1980

Cinema
admissions 0.99 0.32 | 013 | 0.11

TV licences &
rental; radios,

TV sets &

musical

instruments 1.13 1.90 277 @ 240
Theatre, sport &

other ents. 0.89 061 068 0.84

Source: Family Expenditure Survey

TV sets — the main exhibition site in
the 1980°s. (Photo: Sally McLeay)

prime city centre sites. According to the MMC,
Rank - for example - had closed 31 sites with
42 screens between October 81 and Decembel
82. Rank provided the MMC with accounts to
show the financial performance of all the
individual cinemas in its circuit.

These showed that, to the year ended 31
October 82, the proportion of its cinemas which
were in loss before head office overheads were
taken into account was just over 26% (As the
MMC point out in passing, the conglomerate’s
film business is now in any case a very small
part of its activities — providing 5.5% of trading
profits in 1976).

Cinema attendances in Great Britain: 1945-
82

Film exhibition in London

From a mainstream standpoint, London is the
premier region for cinema dlstrlbunon and
exhibition in Britain. In W%ﬁ%ﬁf the
GLC area accounted:f%r Just under 2 fthe

gross box office tzﬁ%mg
million). This wagsver edlhe size 633
the next biggestFegion and w

6

gross takings of£9.97 millidh. 1 © ¢
Working for London
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dances in Great Britain: 1945-82

= major distributors and cinema chains
their head offices in the GLC area (mostly
‘ardour St), as well as their ‘show-case’
£nd venues. The,size of the cinema
2 in London meshes with the London bias

ztonal press and broadcasting

amisations, and the promotional campaigns
aributors to make this area the most

gically decisive for film circulation. Put

d the country.

10A. Cinemas - GLC Area
No. of Cinemas

231

232
208
223
228
234
235
246
257
261
253
258
242

. how ‘well' or ‘badly’ a film works in
wdon largely decides its chances elsewhere

=asure of the overwhelming importance

Admissions

44,435,000
40,999,000
35,152,000
29,097,000
30,291,000
25,419,000
22,635,000
22,341,000
26,629,000
23,815,000
20,777,000
18,239,000
13,880,000

Table 10B. Cinemas — GLC Area

No. of Persons employed

Full-Time  Part-Time Total
1972 2,230 2,142 4,372
1973 1,937 1,804 3,741
1974 1,826 1,874 3,700
1975 1,711 1,779 3,490
1976 1,573 1,855 3,428
1977 1,511 1,686 3,197
1978 1,563 1,712 3,265
1979 1,394 1,907 3,301
1980 1,413 1,522 2,935
1981 1,313 1,389 2,702
1982 1,289 1,110 2,399

which distributors and exhibitors attach to
London’s cinema audiences can be seen for
example in the print release pattern for
‘Superman II'. This was the most successful
film of 1981 in terms of box office takings.

Columbia-EMI-Warner - the distributors - had
over 240 prints of the film in circulation around
Britain by the third week, with over 50 of this

45 46 47 48 49 50 51 52 53 54 55 56 57 58 59 60 61 62 63 64 65 66 67 68 69 70 71 72 73 74 75 76 77 78 79 80 81 82 83

total deployed in the London suburbs alone. It %%LACK & ETH/V

should be noted that the MMC defined ‘London -<O% Cy

suburbs' as ‘cinemas in the GLC area, but & -

outside the West End'. In other words, the GLC b G LC Ty

share of the 240+ peak print allocation will havg <

been higher than 54. 1082210 B0 <
Working for London
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Trends in London

London’s strategic significance has not,
however, insulated it from the long-term trends
outlined above. As the accompanying tables
show:

® The audience for films in London’s cinemas
has dropped by nearly 69% (1970-82).

® The number of people employed in cinemas
has declined by 45% (1972-82)

® The total seating capacity of the remaining
auditoria has been reduced by over two thirds
(64.5%, 1970-82)

In 1982 alone, attendances went down by 24%
of the 1982 figure, 16 screens closed and over
300 jobs were lost.

Causes of decline
1. Broadcast TV.

The rise to prominence of TV, both as a
‘domestic capital good’ and as the central
object of ‘leisure’ time is a key aspect of post-
war British politics. In the present context, its
significance has been twofold:

a. it demonstrates the main paradox underlying
the cinema’s decline - namely its coexistence
with the undiminished popularity of films as a
category of audio-visual production. The British
Film & TV Producers Association have
calculated thatin 1981 BBC and ITV broadcast
a total of 951 films. (14)

b. TV’s capacity to attract the attention of the

Albany Video — one of the best
community video projects working
in production, training and
distribution. (Photo: Sally McLeay)

population for around 20 hours per week on the
average is not only in large part the result of
broadcasting films, but is also the clearest
possible illustration of the pivotal role that
distribution occupies in the circulation of audio
visual material. Whilst it may be a polemical
simplification to say, as the Interim Action
Committee have done, that". . . Broadcasting is
only a method of distribution’, this is
undoubtedly its most important characteristic
(15). Moreover, with TVs present in over 98% o
all households, broadcasting offers scale
economies that cinemas cannot hope to match.
It has been estimated that the cost to the
average viewer of receiving BBC or ITV
broadcasts is about two pence per hour. This is
much the same as the costs of the set. (16) (In
contrast, cinemas have not responded to this
price competition by holding ticket prices
steady or reducing them: since 1955, the real
price of admissions in Gt Britain has risen over
2.5 times).

Barb weekly average viewing per head

Indices of real prices

of cinema admissions, relative to

the representative retail price

indices in Great Britain,

the United States and ¢ & A“< &£ LA

Western Europe (W. G Germany, 4

Holland, France, galy Igu d\v
55}

2. Changes in thié comﬁnloq of 1l (1,;

m
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g is no longer the largely
Enied ‘mass’ activity it had become in
Us. The cinema’s audience is now

s skewed in favour of the young, the
and the male sex. Although different
= produce some variation in results, the
"2 oreakdown shows the main pattern:

£ 1534 age range accounts for 74% of
ema audience. (It forms 34% of the
Bn).

=d ABC1s form 48% of the cinema
g2 C2DEs form 52%. (They form 39%
% of the population respectively).

=rage cinema audience is 53% men,
=n. (The population is 52% women,

)-

1S arguable to what extent distributors
Ditors have been, on balance, the
‘oromoters of these changes in the

2 audience. One area in which their
role seems reasonably clear is bingo-

ssage of the 1960 Betting & Gaming Act
3 the impetus for bingo-playing by
g that members of clubs could
Since then, many cinema owners have
® e decision to convert their premises to

=guently more profitable line of business.
ing Act 1968 was subsequently

2 10 ensure closer control over what one

mentator had called . . . the greatest
3 boom outside the State of Nevada’ - a
% in which bingo was only a part. The
g Board, set up under the terms of the
Act, sets the licensing framework within
£h Dingo clubs operate, and monitors
= in the sector. (18)

e end of 1982 there were 1,451 bingo clubs
g in Britain. For the year ending 31

st 1982, the total amount staked on bingo
hese clubs was £469 million. (By

narison, the gross box office takings at

as in 1982 was £107 million.)

# Sank and EMI now own a substantial

ner of bingo clubs. Five major operators
ol some 25% of the clubs, and probably
ve a rather larger proportion of the total

=11
ownership of the five main bingo operators

Mecca

123

Rank 69
EMI 103
Ladbroke 2!
Granada 35

The Gaming Board estimate that average daily
attendances at the clubs in 1982 was 358,550
(equal to a weekly attendance of 2,509,850).

In their recent survey, Rachel Dixey and
Margaret Talbot have shown how the bingo-
club audience is skewed in approximately the
opposite pattern to that now found in cinemas.
Their national survey was based on over 7,000
players in nine regions around Britain. They
found that 82.5% of the players were women,
with an average age of 52.5 years. On average
women players had started to play at the age of
38. For 71.2% of the sample bingo was the
main leisure activity outside the home.

Given this relative segmentation of cinema'’s
audience, demographic trends are a more
general source of pressure on attendances.

According to the Office of Population Censuses
and Surveys the number of people of
pensionable age is projected to increase by 9%
(800,000) between 1979-2011. Moreover,

“... women, with their greater life expectancy
now outnumber men at all ages higher than
about 50, and the proportion of women in the
population therefore increases with age.
Generally some two thirds of people over the
retirement ages are women.” (19)

By contrast, OPCS projections at the other end
of the age structure - 15to 19 year olds - is for a
decline of around one million by 1991 from the
1982 peak of around 4.7 million. (20)

3. Video
For atime, in the 1970s, it looked to some

commentators as though cinemas had begun
to find a stable minority position alongside

Table 12. VCRs
VCRs % of
in GB households

December 1980 0.5 2.5%
million

December 1981 1.5 7.5%
million

December 1982 32 15.9%
million

December 1983 5.0 24.9%
million

December 1984 6.5-7 34%
million

broadcast TV: annual attendances went up (in
1974 and 1978) for the first time since the late
1940s. However, this slight levelling off was not
sustained, and the downward spiral continued.
A key aspect of this continued pressure on ¥
cinemas has been the rapid rise in the number&"
of video-cassette recorders. VCRs are the mQQ
recent and widely discussed example of a '\
much more general upward trend in the sala;of
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has been a marked feature of the late 70s/early
80s (spurred on by government measures such
as the abolition of HP controls) (21):

As with so many ‘facts’ about the video
business, “trade intelligence’ remains divided
about the breakdown of VCR use between
‘time-shift’ (recording TV programmes,
especially films, to watch later) and the viewing
of pre-recorded cassettes. However, the
proportion of time spent on pre-recorded
‘software’ is generally agreed to be increasing
even if ime-shift use remains predominant.

According to the British Market Research
Bureau there were 96 million transactions of
rental of pre-recorded tapes in 1982 (including
illegal copies): virtually all of this will have been
feature films.

All the other 30 titles in the Top 40 were feature
films. A cautious estimate of 2 people seeing
each cassette still suggests that the audience
for films via VCR-TV is now larger than that for
films in cinemas. Although the figures vary -
particularly in guessing the size of the * pirate’
copying market - there is general agreement in
putting the total turnover of blank and
prerecorded cassettes (rental or purchase) in
the region of £200 million (inc. VAT) in 1982.
As with film, video ‘publishing’ is dominated by
the US majors. The top three US companies
have over 50% of the market.

4. Channel Four.

With a budget of £123 million for 1983
(including that for the Welsh channel), this new
TV network is an object lesson in government
intervention. After one year of broadcasting
some 45% of the population watched its
programmes for an average of around 2§ hours
per head per week. A major strand in its
programming is feature films - old and new
Hollywood, foreign-language, specially
commissioned. Although the so-called
‘narrowcasting’ aspect of C4 has been
ludricrously overstated (22) its viewer profile is
intended (and has managed) to be slightly
nearer that of the cinema’s audience than ITV,
and provides yet another source of pressure on
exhibitors.

5. VAT and the ‘Eady’ Levy.

In 1982, VAT and Eady levy together
accounted for 16.7% of gross and 19.25% of
net box-office takings at cinemas in Gt Britain.
Arguments about the removal, alteration or
continuation of these statutory measures have
been prevalent for some time, and cannot be
reviewed here. Suffice it to note that, in a
context of marginal profitability for many
venues, their effects have clearly been a
contributory (though arguably not decisive)
factor in the cycle of diminishing returns’.

Beyond Hollywood

Independent exhibition & distribution

The historical roots of the longstanding and
unbroken domination of distribution and
exhibition by the US majors and their English
‘satellites’ go back to the First World War.

No analysis of audio-visual culture in London
can avoid acknowledging the continued pow!
and presence of this ‘Hollywood’ system, even
in a context where it has been forced to make
its own adjustments to other social and cultur:
pressures, particularly to the rise of TV.

The analysis does not, however, stop there. F
almost as long as cinema has been a signific
issue in cultural life there have been organised
groups and strategies trying to push on
‘beyond Hollywood'’ in all its modes: of
exhibition, distribution, production.

As regards distribution and exhibition, this
activity - generally known now as ‘independe
- has had a variety of particular emphases:

1. A concern to distribute and exhibit films (an
later video-tapes) from national film cultures
other than the North American. In its earlier
(and still most developed) aspects this meanta
stress on films from Europe - both ‘West’ and
‘East’. Over time the perspective has been
widened to include Africa, Latin America, Asia
and elsewhere.

2. An awareness of the need to support the
distribution and exhibition of film work being
done in Britain and elsewhere outside the
structure and assumptions (aesthetic and
political) of the mainstream industries - work
that has been persistently excluded from the
‘normal’ channels of circulation.

3. A variable insistence on the need to move
beyond distributing or exhibiting ‘different’ filmg
in traditional ways into changing the actual
modes of distribution and exhibition practice.

Both the history and present structure of
‘independent’ work of this kind has been more
varied, often less clear-cut, sometimes more
mixed in its aspirations than any neat schema
of the sort offered above will suggest. But what
it has done - and its central significance for this
analysis - rests in:

® Building a set of structures and mechanisms
which have extended the effective range of
choice, in terms of the films and tapes that can
be seen in London.

_ ACK
® In some cases going er into /Eﬂgnng the
relations of consu cm)tlo the condmor?@,of
viewing in which his w@ coduﬁalor
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_123) Instead, what follows is a
entary on ‘independent’
Ind exhibition as currently

g London.

Exhibition

= there exists now in the London
ial number of full-time

mt venues. At the beginning of

i3, 25 auditoria on 20 sites were

m this category, which therefore

¥ 2 little over 10% of the screens in

Jof these venues have been
snce 1970. Although the sector’s
¥ recent past has not been one
gress - more venues have been
fg this time than remain in
» - the trend overall is for a small

2 gegree of growth in the number

2= this has taken place atatime
circuits have continued to close
ative weight and ‘visibility’ of
Eexhibition has grown

2nd can be expected to increase

ing ‘difference’ from the majors
=se venues are also themselves
ner of significant respects:

o them are private sector

2o hence fundamentally
box-office receipts for their

o0ity. Only a small minority are

3 dependent for some part of

grant aid from the BFI, GLAA,

i councils etc.

\of the privately run venues are

s, owned by independent

lwho use them principally as ‘first

Sor their own new film releases. (For
e Camden Plaza, the Chelsea and

& cinemas are all owned by Artificial
e leading distributors specialising
&t films). The rest of the

% venues operate various types of
ing: repertory, second run,
@=ons, efc. - taking films from a

e wenues are run on a ‘club’ basis,
=mbership fee on top of the basic
& s makes them in technical/

s not ‘open to the public’, and
st from liability to pay Eady levy,
ow films which have a restricted
an (category 18R) from the British
Censors.

e of distributors, including the majors.

around 1,388,000 (a weekly average of over
26,000).

¢. As well as these full-time venues there is now
also a substantial amount of exhibition work
done in film and video workshops, film
societies, arts centres, galleries, and so on.

It is most noticeably in this area that the
traditional modes of exhibition have been
altered, alongside what gets shown (by, for
example, the screening of work in progress,
mixed media events, thematic programming
with discussion).
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The prime movers in this shift are the film and
video workshops which have been built up in
London since the late 1960s. (24) Some of
these groups have now entered production for
Channel 4 - working under the terms of the
ACTT's Workshop Declaration. (25).

A note on video exhibition

To date, the ‘exhibition’ of video tapes has been
almost entirely a domestic, TV related
phenomenon - to an extent such that ‘video'
and the public viewing aspect of cinema have
been treated as effectively distinct. However,
there does exist a small but important history of
the public viewing of tapes and the general
improvement in picture quality and cost of
video ‘projection’ systems has already led to a
succession of (still exploratory) instances of
video display in cinemas. (26)

When - if at all - the transition to ‘video cinemas’
openly considered as such will take place, is
bound to remain dependent on the economic/
technical battle ‘between electronics and
photochemistry’ now well under way at the
international corporate level. (27)

Independent Distribution

As was noted above, a sizeable proportion of
the independent sector is made up of aligned
distributor/exhibitor operations. These
companies have been largely responsible for
the degree of erratic expansion in the number
of venues which has happened in the last few
years.

They also demonstrate the economic benefits
which can be derived from control over
exhibition (the other main revenue source now
being salesto TV).

The other key grouping of independent
distributors are those which have emerged in
parallel with the development of the film and
video workshops mentioned above. None of
these have a full time aligned exhibition outlet,
and are reliant on one or more of the ‘non-

aligned’ independent venues for first runs etc.

p/.

GLC
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account for about 10% of gcz}
ser==ns. the total box office of these Problems of ‘independence’ -
B2 should be in the region of £3 5 1981-1986
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was done above the pivotal role of distribution
and exhibition. At the optimum, this role is to
bring into some sort of balance the money a
given audience, group of audiences or ‘market
segment’ is prepared to pay to watch a given
range of films or videos, and the costs of
producing those films.

At the level we are focusing on that means the
costs of acquiring the rights to, and distributing
those films or tapes.

As is the case with TV, economies of scale
operate in this arena - economies which can
generally only be partly offset by subsidies
from the public sector.

As a result, the independent sector has already
begun to show the same trends towards the
creation of chains and the vertical integration of
distribution and exhibition which is prominent
in the mainstream.

One of the questions which ‘independence’
raises (and which has been a recurrent theme
in the debates over the Welsh 4th Channel) is at
what point an available public can be too small
to sustain its ‘own’ channels of distribution and
exhibition.

Policy discussion has to ask at what level is this
point reached, and whether the encouragement
and/or subsidy of new entrants to this arena will
have the effect of further sub-dividing an
already limited sector - thus reducing the
economic viability of all the existing participants
by increasing their costs without a parallel rise
in revenues.

As cinema has declined as a mass medium
there has been a corresponding rise in the
importance of reaching specialist audiences.
The consumption of films now displays a
tendency towards a two tier market - the ‘mass’
market having been taken over by TV and,
increasingly, video, leaving to the cinema
(especially in London) two main segments:

1. The remnants of the mass market, especially
amongst the young, for first run new releases in
the ‘Hollywood’ mould.

2. An art market where wealthier and/or more
educated audiences will pay premium prices
for a specialised product.

As has already been noted, the art-house
sector has grown in recent years. The question
is whether it will continue to grow (or even
maintain its present size) in the face of
competition from:

1. Specialist video distributors and Channel 4.

2. The moves of the majors themselves into this
area e.g. ‘Rear Window' and Visconti's ‘The
Leopard', via their ‘Classics’ divisions.

3. The decline of the ‘young-educated’ ¢
audience, both demographically and as
of education cuts.

To make these points is to suggest that t
sector may be at or near saturation poin
very least, the signs of health in the area
ambiguous and contradictory: on the or
Artificial Eye, Mainline and Cinegate ha\
able to expand; on the other, the Paris P
has closed and the Phoenix is having

difficulties, the Electric has been forced
as a repertory cinema, and the widespre
move over to club status would seem pe
have been motivated by low box-offices

Lastly it needs to be stressed that TV sal
now so vital an element in the economic
distribution that the programming needs
priorities of TV exert an increasingly pov
influence on the cinema repertoire.

To put this another way: if the overriding
consideration is to spread the viewing of
particular kinds of audio-visual output a:
as possible then TV must remain the for
route; there is arguably very little justifice
subsidising cinema exhibition unless ele
of discussion, debate or education are

included which TV cannot normally offe

The closure or threatened closure of ma
circuit cinemas has already confronted
GLC with the question of how it should
respond. There has been considerable
presures to take over cinemas as ‘comn
ventures. It then has to be seriously aske
whether public policy can swim against-
powerful tide shifting the site of consumj
for film and video into the home.

Moreover, if there is to be an agreed pol
this tide should be resisted, or even in pl
reversed, it does not necessarily follow t
public sector should saddle itself with a
physical/technical infrastructure of a sci
design and location intended for a very
different era with different patterns of
consumption.

To defend ‘cinema’ means to defend an
conception of the shared public viewing
audio-visual work. It does not mean rein
what | have called elsewhere ‘the spirit ¢

The Rio - A model for th
future?

A discussion paper written by the staff at
Rio

(,/%\J\CK & E Tﬁ/ /V
Backgrog@%

The Rio c@emaﬁ‘l en @ve by a Cc
managergent co 9asaz™
“commuffity cinema”; With a total lackaf
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grants in the first three years, the

of the management and workers were
e same as at any independent cinema;
% pay the bills and keep the doors open.

: ..'*m revenue grants (£22,000 in total)
e GLC and Hackney in 1982/3, and a
ntial grant from Hackney (£71,5900) in
RSS2 together with capital money from the
=" have changed this picture and allowed
e =0 really to become a COMMUNITY
ONZVA

"2 Defining Community Cinema

Whie many of the following elements can be
=0 into account when defining a community
Smema, it should not be assumed that the

= =s=nce of any of these factors in isolation
: @ in itself constitute such a definition:

& ocation in an area of cultural/social
EEprvation

®. ocally managed/non profit-making
£. based in a cinema building

d. diverse in its activities and media used

i

The Rio Community Cinema in
Hackney — imaginative
programming has brought new
audiences into the cinema. (Photo:
Sally Mcleay)

e. based on socialist principles

f. exhibiting non-commercial work.

Even if all these factors exist, there still has to
be an additional, overall strategy aimed at
putting the project to best use with and for the
community. Without this, the project is simply
independent or non-commercial, without being
community based.

3. Why Community Cinema?

3.1. Failure of other models

As the major chains increasingly rely on %LACK & ET’V/V
product which offers no real incentive tod@ ve e

the video, and the art-houses, havmg#o N
their audience, recognise that it is nQ?an L‘ :
expanding audience, anyone with @1 aest

social or economic interest in comgaunally 1981-1986
viewed film must be seeking new v@aymmqﬁb for London
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3.2 Democracy and Decentralisation

Local control of cultural forms and outlets is the
most effective way to combat the hi-jacking of
culture and communications by a small,
reactionary elite. Community cinemas should
be able to combine what is best from
commercial culture with local and independent
product, and with project work in related media,
to create:

a. areal choice
b. a sense of control of what one sees

¢. movement towards control of the media by
its workers and spectators.

4. How the Rio Works

4.1. The Rio is managed by an local committee,
elected annually, which combines media
workers with community activists and
committed individuals.

4.2. The Rio employs five full time workers, nine
part-time workers and three cleaners. It also
involves many local volunteers.

4.3. The cinema is open seven nights a week
for its film programme, and also on Sunday
afternoons, Thursday afternoons (for schools
or playschemes and the general public) and
extra days for special programmes (media
showcases, matinees for the elderly etc.)

4.4 Programming is carried out within non-
sexist and non-racist guidelines, but attempts
to be as varied as possible, showing the best of
commercial cinema plus films of special
artistic, historical, social or local interest.

4.5. After early experiments with a very mixed
programme, the project now has a
committment to film as its central activity, with
other forms complementing or being
complemented by it - all live events in the past
year have, for example, incorporated film into
their programme, and the Rio is just about to
embark on a large-scale experiment in
combining film and live local bands.

4.6. Other aspects of the Rio’s work include
slide advertising for local groups and
businesses, a slide newsreel created by
unemployed young people, a small exhibition
space, collaboration with local organisations for
benefits, meetings, stalls etc., the use of locally
produced music in intervals etc., and future
plans include a creche, the installation of a
computer and flat screen video projector
(which also looks ahead to the coming of cable
and the need for communal viewing points), the
developing of slide and other archives, and the
creation of space for a second screen and
social facilities.

5. Remaining Challenges

5.1. The Rio in 1983 is a positive, forward
looking project offering an alternative to
traditional cinema exhibition. There remain,
however, a series of only partly-solved
problems, which those looking to the Rio as a
model would do well to consider:

5.2 Funding

Of its Hackney grant for 1983/4, approximatel
£55,000 is revenue. This pays the salaries of
the full time workers. Everything else has to
come from the box office take (estimated at
£64,000 this year), or fund-raising. As being a
community cinema offers no immunity from
box office disasters like the world cup or the
heatwave, this can cause enormous cash flow
problems, particularly when the project starts
from a poor financial base, as the Rio did, and
as others may start if they are changing over
from being another kind of cinema. Such
funding also inhibits project development.
Local authorities considering funding
community cinemas should therefore
recognise that a high and stable level of
subsidy is required.

5.3. Premises

Most cinema buildings make bad community
venues, without considerable investment. The
Rio needs an estimated £300,000 spent on ita‘
bring it up to scratch. At present it has a tiny
office, designed only for a manager to have
space to cash up, and no small spaces for
alternative screenings, workshops, meetings
and social gatherlngs Such problems should
not be minimised in assessing the feasibility of
a project.

5.4. Product

Certain groups within the community are very
badly served by available product. However
large a black community there is on the Rio’s
doorstep, it is impossible to conjure up much
after you have shown BABYLON, PRESSURE
ROCKERS, THE HARDER THEY COME and
BURNING AN ILLUSION for the tenth time. t
Rio has two main ways of trying to redress this
imbalance - first by incorporating other cultur
events, such as live music, into its programm
and second by developing new methods of
exhibition (eg. flat screen video projection) in
order to show local product.

5.5 Coping with the Commercial World

Faced with dlstnbutor@wtw&ﬁdq ther bu
prints than have th shown as part

creative program ne,
achain cmemagwhlc oice onm
of the better cczmme se, unfik

the Rio, it WI|| so take ﬂw%%or’s“l %fe Rio is
too aware of whaWiftelimmgdot it badegon
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While cinemas of this kind
far between, those managing

= a realistically low

= amount of control they have
exhibit.

ent
isolated. It has good

her independent cinemas in
@ms and bases of operation are

organisations. The detailed findings of such
bodies are generally only available privately, at
cost/on subscription etc. However, some of the
general conclusions reached in this research
have been published in summary, and the
discussion below is based on those aspects of
this ‘trade intelligence’ about which some
degree of broad concensus can be detected,
together with some very tentative findings for
the Greater London area.

s good relations with the BFI, ~ The national market PAGE 43
wish to follow the Regional
3el. It has its local community The growth of video, in its various branches of
£ within parallel cultural activity, has been centrally driven by the rapid
4 i has no-one with whom, on rise in the number of households using a
#=8on of community cinema, it recorder.
% built joint strategy. Ifitis a
%% influence how film and video ~ VCRs are used:
deed, produced, it needs
any of the problems described 1. To ‘time shift’ (record and watch later) TV
ctable programmes
2. To view pre-recorded cassettes (‘software’)
Survey research published by Audits of Great
exciting experiment which needs Britain (responsible for TV audience research)
= 2 model elsewhere. There is in October 1981, found that VCR viewing
o people at the Rio who can help averaged 4 hours 20 mins per week, most of
sonsidering taking the same which was of time shift material (86%), rather
==if is still far from secure, than pre-recorded tapes (14%). This analysis
funded, and its staff have was supported by similar results from surveys
=lop their own project at the done by Gallup. However, the results were
swing support to others. Such criticised by software publishers, and
or, very much on their list of subsequent research by AGB itself and others
se they recognise that you suggests that the amount of viewing of pre-
» alternative structure in isolation. recorded material has risen substantially, even
s be found, therefore, to help the if VCR use to time shift is still considered
¥ projects develop until a stable predominant.
It is a crucial development, and
3 be important to everyone Judgements about the size of the pre-recorded
s direct or indirect, in the future cassette market depend crucially on
=xhibition. assumptions about the scale of illegal ‘pirate’
copying. Estimates vary considerably, from 35/
40% of total transactions, to as much as 75/
80%. The balance of opinion suggests a figure
around the 50% mark.
h of video as an industry over The video industry in London
has stimulated a lot of media
ma speculation, similar in kind to that The main branches of video as a 'software’
sy 10 the microchip. However, the business (i.e. excluding tape manufacture etc)
= ve immaturity as a market means are:
2= as yet, only the beginnings of the
of trade associations, monitoring 1. ‘Software’ publishing
. who could be expected to providce
= of accurate information about the 2. Cassette duplication
3. Wholesale distribution
»orious absence of an adequate
ork for its operations introduces 4. Retail outlets
complications of a ‘black’ market
‘economy whose scope is as difficult to All these activities are now well developed in
any other ‘hidden’ economic the London area, which has become - in the ¢ BLACKEE "W

same way as (and largely because of) film - the <O 2
main location of almost all the major companies & )
gt almost all the ‘facts’ about the video £ G LC
=zre currently being produced by =
[
[a

operating in Britain.
woal market research and consultancy sk

Assuming that the illegal ‘pirate’ sector takes
Working for London
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50% of the market (i.e. is as large again) gives
an employment total of 11,000.

No separate figures were found for the size of
the ‘film on video’ audience in London, or its
value in money terms. If the London - GB
proportion for cinemas is used as a surrogate
measure (i.e. we assume that video in London
equals about 30% of the national market), we
arrive at the following guesstimate:

® 29 million pre-recorded tape rentals in
London in 1982

® An audience for film via VCR-TV of around
60 million people (2 per tape).

® A market for video worth about £60 million
(inc VAT) at 1982 prices.

The commercial video business is clearly still in
a very fluid state. WH Smith and Woolworth are
two notable examples of firms who have pulled
out of video distribution after losing substantial

sums (at least in part because of ‘piracy’) which
has enabled small dealers to undercut them).

As in the earliest stages of the development of
film production and distribution, those involved
in the industry are not yet agreed on whether
sale or rental is the best strategy. Nor, if rental is
opted for, whether the distributor should rent to
the retailers on a flat time period basis or on a
percentage of each rental.

Sale has the advantage of reducing the scope
for ‘piracy’, but limits overall the volume of
transactions because of the high prices
involved. (This has led one of the majors to try
and solve this problem by slashing its sale
price). On the other hand, rental results in a
higher volume of transactions but is more open
to abuse.

Because of the still very ‘immature’ state of the
video market, barriers to entry remain relatively
low at this stage, suggesting that there are
opportunities for public intervention.

Television Output & Employment

Thames & LWT production
Analysis - 1981/82

Although the degree of genuine diversity within
the Independent Broadcasting Authority’s
‘federal’ system is a subject of significant
debate, (1) itis certainly the case that the ITV
companies differ to some degree in terms of:

1. The volume and content of productions
made for transmission in their own region.

2. The volume and content of material
produced for network transmission

3. The volume and content of bought-in
material

However, the only information the IBA
publishes specifically about these aspects of
Thames and LWT is that the average weekly
production for ‘regional tastes’ is 4 hours 28
minutes for Thames and 2 hours 13 minutes for
LWT.

The rest of the weekly schedule for Thames
and LWT (apart from their network
contributions and production for ‘regional
tastes’) would be made up as follows:

1. New networked programmes from the other
‘Network' companies

2. New networked programmes from the 10
‘Regional’ contractors

3. Repeats

4. Bought-in programmes
5. TN Bulletins

6. Continuity

7. Advertising spots

Taken together, and including ITN’s bulletins,
Thames and LWT are currently (May '83)
broadcasting for approximately 104 hours 30
minutes per week, (Thames 68.75 hrs/LWT
35.75). Ignoring seasonal variations in
broadcast output etc., this gives an annual
broadcast output of approximately 5,434
hours. (NB: These two figures for weekly/
annual output are rough estimates, and not
directly comparable with the 1980-82 figures
quoted above.)

The IBA provides a programme analysis based
on the concept of the “average ITV region”,
which - by definition - does not correspond to
the actual transmissions in any specific ITV
region. Even so, it seems unlikely that the
programming of Thames and LWT, considered
as a single weekly schedule, differs very
substantially from this “average”:

According to the IBA’s analysis, 73% of the
programmes transmitted in this “average ITV
region” were made by the ITV system itself
(including ITN), divided up as follows:

Hrs

ITV Network companies 47.00
ITN 7.25
ITV Regional companies 1175
Local programmes 8.25
74.25

K &
The balance of the “averaqg;a&ﬁﬁsq’ is 5|T<§Vi¢&ed
by bought-in material. ¢ %,

&
The IBA provides no d%taile régat
information on the coSts of production.across

the ITV companies. &

S
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Analysis suggests that, including
administration, the costs of production for ITV
account for approximately 75% of total income.

Using the IBA ‘average’ outlined above as a
guide, an estimate can be made of programme
production costs for the two companies:

Thames
LWT

£91,681,000
£57,031,000

Employment: Thames TV/LWT/ITN/
Channel 4/IBA (London)

A Note on the Operating Budgets of ITN and
the BFI

1.ITN

According to ITN its annual operating budget in
1980 was £13 million.* Since then they have
been given responsibility for the evening news
hour on Channel 4. This has required a
substantial increase in ITN’s total operation,
and with an allowance for inflation their current
annual expenditure can be estimated as
approximately £20 million.

(*as specified in their Breakfast TV application)

2. BFI

The BFI's total income to March 1982 was
around £10 million. £6.5 million of this was
grant-in-aid from central government, and the
rest was self generated by the Institute through
film distribution etc.

In the Turnover Summary B, this total has been
adjusted down by the c. £1 million revenue of
the National Film Theatre, which is treated as
part of the figure for cinema box office receipts.

Table 13. Employment

1. Thames TV: 2,200 permanent

plus some 3-400 freelance

2. LWT: 1,533 permanent
163 long term contract

10 short term contract

800 - made up:
170 journalists
480 technicians
150 admin.

3. ITN:

220 — made up:
approx. 50% editorial/admin.
50% engineering

4. Channel 4:

Channel Four

In its first year of transmission (from the
beginning of November 1982), Channel 4
transmitted about 3,200 hours of programmes.

The programming policy for this output is
broadly determined by a) the terms of the
Broadcasting Act 1981, and b) the
interpretation placed on its relevant provisions
by the IBA and by the Board of Directors of the
Channel 4 Company - all appointments
approved by the IBA. (The Company is a
wholly owned subsidiary of the Authority).

From the various policy statements which have
been issued the following broad contours of
programming emerge:

1. In overall terms the mix of programmes on
ITV (one third informative/educational;
entertainment) will be reversed on Channel 4.

2. Within this only 3 specific requirements have
operated: for the provision of news bulletins by
ITN (4} hours a week), one hour a week of
‘programmes recognisably religiously in aim’,
and an expectation that about 15% of the
Channel’'s output should be ‘educational’.

Atthe end of July 1981 the IBA announced that
Channel 4's operating budget from its inception
in January 1981 up to the end of March 1983
was to be £104 million. This was divided into
two parts: £18 million to cover capital
expenditure, wages and initial programme
costs to the end of March 1982; £86 million for
the first year of full operation from April 1982 to
March 1983.

A more precise assessment of this budget, and
the balance of expenditure within it, will only be
possible when the company’s accounts to
March 1983 are published in the IBA’s Annual

All permanent except Commissioning eds. (3 yr. contract)

Presentation

5. IBA (London): 325

Source: Thames, LWT, ITN, C4, ABS.

(1 yr. contract or less)
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Report for 1982/83 (Autumn '83). However,
allowing for the costs of their Charlotte St. HQ
(reported as nearly £6 million), administrative
overheads, launch publicity, and the wages of
220 staff, it seems reasonable to assume a
programme budget over these first 27 months
of around £90 million, possibly slightly more.
Covering both bought-in material and the
commissioning of new work, this expenditure
has been divided approximately 50/50
between independent producers and ITV/ITN.

‘The amount available for one hour's

programming is reckoned to average about
£30,000. Some prestige projects (e.g. ‘Film on
Four’) will get much more than this - others will
be done for rather less. If we assume that the
above calculations give a ‘spend’ on non-ITV
programmes of around £45 million, an estimate
can be made that broadly £30-35 million of this
will have been spent on commissioning new
work.

The great majority of non-ITV independents
working for Channel 4 are members of the
Independent Programme Producers
Association. This trade body has a total
membership of approximately 270, three-
quarters of which are London based
organisations. The bulk of the estimated £30-
35 million will have been allocated to these
companies. It should be added that IPPA
members cover a very wide spectrum from the
very small to subsidiaries of transnational
media companies.

The Production of Advertising Commercials

According to the Advertising Association the
total production costs of TV commercials in
1984 was £160 million. The main trade
association, formed alongside ITV in the
1950s, is the Advertising Film and Videotape
Producers Association, which has a
membership of around 70 companies.
However, there are certainly a significant
number of other producers making
commercials who are not members of the
AFVPA. What can reasonably be said is that
nearly all of the commercials production is
London based and financed, principally
because it is a service activity for the
advertising agencies, who are also
overwhelmingly London based, especially the
top few hundred agencies who handled the
larger accounts.

How many commercials get made each year is
not precisely identifiable. The nearest
approximation is provided by the IBA’s figures
for the number of completed commercials
which have received IBA/ITCA final clearance
for a screening on the network. In 1981-82 this
amounted to a total of just under 6,000 adverts,
on both film and tape. Several qualifications
have to be added:

1. Not all these ads will necessarily finally get
transmitted.

%0 a0d substantially to
e (S A's dispute with
Eguity, e umion had cleared for transmission
some 700 new ads involving its members by
May 83

According o the IBA_ the average hourly
amount of TV adveriising was 5.6 minutes per
hour throughout the network in 1982-82.

it did not prove possible 1o obtain information
about the scope of commercials production for
cinema release, nor about commercials
production for the independent local radio
system.

Nonetheless, for ILR the following rough
estimate can be made:

a. The IBA allows 2 maximum of 9 minutes per
hour of adveris on ILR (i.e. 15%, as opposed to
the maximum six minutes/10% on ITV). Hence
we can at least assume that the volume of
commercials to be produced is certainly not
lower than for ITV.

b. The expenditure occurred by the agencies in
producing the ads for ITV, although a slightly
fluctuating figure, is roughly equivalent to 10%
of the costs of transmission.

¢. Gross ILR revenue in 1982 was about £60
million. This gives an estimate for expenditure
on radio commercials of £6 million.

Table 14. Advertising Expenditure on Television
£ millions

Transmission Production

charges costs Total
1972 158 18 176
1973 189 21 210
1974 176 27 203
1975 208 28 236
1976 272 35 307
1977 353 45 398
1978 426 56 482
1979 408 63 471
1980 622 70 692
1981 716 93 809

Source: Advertising Association
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'he costs of production of this output

source of the 6,889 hours of BBC

Zated TV network programmes in 1981/82
£ 5.270 hours produced in London and

18 hours produced outside.

& S8C published Accounts for 1982/82

oW that operating costs for the 8,419 hours

882 plus 1,530) of BBC TV network
aramming (i.e. excluding the Open

ity and Regional Services) was £298.5

‘e assumption is made that expenditure on
= a2nd foreign feature films and series is
based and controlled, as well as the
76 of BBC originated network material, then
800 hours (5,270 plus 1,530) of the 8,419

is London based output, i.e. 80.75%. On
assumption the operating expenditure for
! based TV network output in 1981/82

2s £241.2 million. (2)

Conclusions &
Recommendations

‘n summary, the conclusions to be drawn from
s study are the following:

1. Film and video distribution and exhibition in
London is dominated by the US majors and
their English counterparts.

2 In terms of cinema exhibition and distribution
e only significant counterweight to this
gomination is provided by the various
institutions making up the independent sector.

3. The GLC's policy making and resources
should therefore be focused on this area of film
and video distribution and exhibition.

£ The main emphases of this commitment
should be to strengthen the ability of the sector
0 plan its own future and make its work better
xnown and supported.

5. These plans should take adequate account
of the rapidly changing technical and
institutional conditions under which audio-
wisual work is made and circulated.

On the basis of these conclusions | would make
these principal recommendations for the future
cevelopment of GLC policy in this area:

1. The Council should make an explicit
commitment to policy and funding designed to
cevelop the structure of independent film and
wideo distribution and exhibition in London.

2.In the light of such a policy, the Council
should consider:

a. The possibility of setting up a cinema
=stment fund, to support selective measures

of refurbishment and equipment renewal in the
independent sector.

b. The possibility of setting up a single
coordinated publicity and promotion system for
all independent venues in London.

¢. The possibility of setting up a distribution
investment fund. This should cover a review of
the scope for mechanisms for assisting with the
costs of:

i. Sub-titling non-English language films and
videos

ii. Film to tape transfer, both for broadcast and
VHS uses.

iii. Film print and tape purchase and renewal,
the production of catalogues and indexes of
work available.

3. The Council should make a policy and
funding commitment to the London based
aspects of the research project on video
distribution which is being organised by Albany
Video.

4. The Council should fund:

a. A feasibility study into the setting up of a new
exhibition venue for film and video in the
central London area.

b. A feasibility study into the setting up of
women’s media research/resource centre and
cinema in the London area.

5. The Council should examine the possibility
of stablishing an ‘independent forum’ type
festival. This should be pursued in consultation
with the organisers of the 3rd Eye Festival, the
LFF, and the Berlin Independent Forum.

6. The Council should fund a detailed research
report into the audio-visual policy and funding
process at EEC level.

7. The Council should fund a research
programme on the implications for the
independent sector of technical change in the
audio-visual industry, including such questions
as the future of 16mm film, video projection,
‘electronic cinema chains’, video discs, and so
on.

8. The Council should look closely at the scope
for computerisation investment in the work
processes and promotional activities of
distribution and exhibition.

9. Since the key purpose of film and video
production is to communicate with an
audience, intervention in support of production
has to go on in parallel with intervention in
support of distribution and exhibition. The
Council should therefore investigate how best
they can assist the integration of these areas, 2
including perhaps in the first instance, by 3
support for a full time worker to help coordina@
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the distribution and exhibition activities of film
and video production groups and workshops in
London.

10. To assist the implementation of the above
recommendations the Council should itself
appoint at least one full-time film and video
officer —to help coordinate the policy making
already going on in its various committees, and
act as a focus for information and advice in the
GLC's relations with the independent film and
video sector.

Notes

1. See W. Phillips, ‘The demon of regionalism in
ITV’, Admap, November & December 1981.

2. This figure is an estimate — to be treated with
caution. It depends on a series of assumptions
(about purchased programme policy,
uniformity of production costs, etc) which
cannot be cross-checked from the published
BBC accounts.

3. See the Dept. of Trade's notes of guidance
on ‘Registration as a British Film’, and ‘The Film
Levy’, both August 1982.

4. See the provisions of the Film Levy Finance
Act 1981, and the Films (Distribution of Levy)
Regulations 1982 — Statutory Instrument 1022.

5. See the British Film Fund Agency Annual
Report & Accounts October 1981, House of
Commons paper 511, 19 October 1982.

6. For example Sir John Terry’s working party
Report Future of the British Film Industry,
(Cmnd 6372 Jan. 1976) - “regrettable absence
of comprehensive industry statistics . . .”; a view
reiterated, though with numerous ‘commercial
confidentiality’ caveats by Harold Wilson’s
Interim Action Committee’s 3rd Report,
Statistics, Technological Developments &
Cable TV, (Cmnd 7855 March 1980). The
present government's attitude in these areas is
summed up by Sir Derek Rayner: ‘Information
should not be collected primarily for
publication. It should be collected because
government needs it for its own business.’
(Government Statistical Services, Cmnd 8236
April 1981, pg 15).

7. See the British Film & TV Producers Assn.
Annual Report 1981-82.

8. See the survey of Equipment Leasing in the
Bank of England Quarterly Bulletin, September
1980, and the table on the growth of first year
allowances between 1971-1981 in the ‘Blue
Book'’ for 1982 (National Income & Expenditure
1982, pg 121, CSO 1982).

9. Particularly the British Film & TV Producers
Assn. Annual Report 1981-82; Music & Video
Week Yearbook 1983.

10. Employment figures were identified for the
following film labs:

Rank Film Labs 661
(inc. UPTTN)

Technicolor 298
Kay Labs 225
Humphries 158
Studio Film 120
Colour Film Services 70
Filmatic 56

11. A Report on the Supply of Film for
Exhibition in Cinemas, (Monopolies & Mergers
Commission, Cmnd. 8858 May 1983).

12. The Distribution of Films for Exhibition in
Cinemas and by Other Means. (5th Report of
the Interim Action Commitee on the Film
Industry. Cmnd. 8530 March 1982).

13. See the Business Monitor MA2 on Cinemas
for 1982 (HMSO 1983); and my commentary
‘Cinema-Going, Going, Gone?' in Screen July-
October 1983.

14. See the BFTPA Annual Report 1981-82
(London September 1982).

15. See note 2 above.

16. See Andrew Ehrenberg and Patrick
Barwise. How Much Does UK Television Cost?
(London Business School 1982).

17. From a National Readership Survey Special
Analysis, September, 1981.

18. This discussion of bingo is based on the
Annual Reports of the Gaming Board of Gt
Britain, (HMSO); and the findings of Rachel
Dixey and Margaret Talbot, set out in their
study: Women, Leisure and Bingo (Trinity & All
Saints College, Leeds 1982).

19. See John Craig, ‘The growth of the elderly
population’ Population Trends 32, (OCPS,
Summer 1983, HMSO).

20. See Anne Wicks, ‘Plus ca change -
observations on the changing consumer’
ADMAP, April 1983.

21. See J. Ramsbottom & H Lind, ‘the Buys that
could not wait' Marketing 11 August 1983; and

D Reilly, ‘Fortress Britain - the sudden death of
the big night out' Campaign 2 September 1983.

22. See my contribution to ‘What's, {y&@
Four?, ed. Blanchard/Morley edia

Publishing 1982); and the pai)ers A
March & April 1983. X
C

23. See D. Macpherson bd) ‘Tradifiéris bP 86

‘d
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Independence’, (BFI Pu ISWBM fr London
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Neale, ‘Art Cinema as Institution’, SCREEN Vol
22 No. 1.

24. See on the history of this sector the chapter
by Sylvia Harvey and myself in J. Curran & V.
Porter (eds) ‘British Cinema History’
(Weidenfeld & Nicolson 1983).

25. See R. Lockett, ‘Cinema Manifesto’, New
Socialist, Nov/Dec 1983.

26. See the report on a video cinema trial by
EMI inthe ACTT Annual Report 1979-80; and
the technical reviews by Barry Fox in Broadcast
23 May 1983 and in New Scientist 20 October
19883.

27.See T. Moore, ‘Embattled Kodak enters the
Electronic Age’, Fortune 22 Aug 1983.
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hapter 4

BOOK
INDUSTRY

lllck Garnham and
Ken Worpole

Introduction

Books and bookshops

The facts and figures presented in the two
documents published here exemplify two ways
in which the GLC hopes to advance public
understanding and debate about the economic
and cultural structures of book-publishing and
book-buying. Despite the frequent prophesies
that books and reading are about to disappear
from most people’s lives, book production and
book reading are alive and well. The serious
problem is that of ‘connecting’ the two activities
in better ways.

The number of new titles published continues
to increase each year - 51,555 titles in 1984 -
as does consumer spending on books in real
terms. But despite the fact that reading is one of
the most popular leisure activities (in 1982, 45%
of people surveyed said that they were reading
a book at the time), there continues to be a mis-
match of production and consumption. For
every block-busting novel which sells a million-
plus copies, there are thousands of books
which sell less than 2,000 copies, even though
they might well sell many more were they more
widely available. The key problem, as Nick
Garnham has pointed out elsewhere, is no
longer cultural production but distribution.

Some of the figures collected here are quite
astounding, and make salutary reading. For
example, the fact that only 18% of all
paperbacks are actually bought in bookshops.
The rest (and very much the majority) are
bought in the big chain stationery shops (such
as W H Smiths and Menzies), in Woolworth,
and in newsagents. In this context a
distribution company such as Bookwise exerts
enormous power over what books are available
for people to read by the way it selects only 100
books each month for mass popular

distribution to the key outlets which dominate
the retail book trade. It is significant too, and
very worrying, that the most profitable
publishers today (such as Ladybird,
Butterworth’s and Mills and Boon) are those
with a highly standardised product to sell. This
is not altogether surprising given the kinds of
‘economies of scale’ that can be achieved on
long print runs of standardised products; but
the degree of rationalisation and
conglomeration that has taken place in the
publishing industry over the past two decades
is certainly alarming. It remains, despite the
traditional aura of glamour which still seems to
surround it, a low wage industry, managed by
men but with a high percentage of women
working in it. In common with many other
industries, it increasingly has the basic product
manufactured abroad, farming out typesetting
and printing to low wage third world countries
which is then reimported for home
consumption. So, while more and more books
are being produced, more and more workers in
the industry in this country are being made
redundant.

PAGE 51

This is a particular problem for Londoners,
given that printing and publishing is now
London’s largest manufacturing sector,
employing (in 1978) 112,300 workers. If more
jobs are not to be lost then new initiatives need
to be taken which will open up the flow between
the declining production sector and the sphere
of consumption. Some feminist, ethnic and
community publishing projects have begun to
show the way, though they themselves are
often stifled by seemingly intractable problems
of distribution and imaginative retailing.

There is also a further problem, for even if the
book-buying market is still relatively bouyant,
then the library and school market is not: it is
currently severely restricted by local authority
and education cuts. There is some irony in the
fact that while the Conservative-voting literary
establishment of Kingsley Amis, Philip Larkin
etc. will expand at length on the cultural
philistinism of various forms of socialist politics,
their party colleagues in local government
seem to regret every penny spent on books. To
give but one example, in 1976 the library
services in Tory Buckinghamshire spent
precisely nothing on fiction!

A fairly common way of ‘explaining’ some of the
difficulties of the commercial book trade in
Britain is to complain that we have too good a
library service. In other countries, it is argued,
people have to buy the books they want to
read. Here, they get them free. In the absence
of detail in this area all one can do is to answer
this intuitively. Many people are convinced that
the library public and the bookshop public are
in essence, two quite different entities, evenif o £
they clearly do overlap. The cultural historj "//V/C
these two, very different, kinds of institutigns - N
one arising out of the mid-19th centuryeeivi

paternalism, the other with some rootgin th L C
independent (and sometimes opposiional) ;451-1956

book-selling propensities of English bwgsrwing for London
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radicalism - would suggest two very
ent kinds of cultural spaces in our
mporary life. It could even be argued that,
rather than being in competition with each
other, the library and the bookshop are in fact
complementary and even mutually enlarging.
- Seeing them as being in competition or
opposition to each other is quite unhelpful. Nor
does this mean that the library service has
reached the limits of its potential, for during the
past decade there have been intense
discussions in library circles about how
libraries can play a more active role in the
cultural life of the community.

Given the massive commercial importance of
institutional spending on books, the GLC is
right to stress that a coherent policy of support
for bookshops has to be integrated into the
book purchasing policies of both ILEA and the
Public Libraries. One early attempt to outline a
bookshops policy for the GLC Community-Arts
Sub-Committee is also published here. This
document was based on the recognition that, in
the early 1970’s, the unmediated play of market
forces (as far as book-selling was concerned)
would surely mean the eventual demise of
comprehensive bookshops everywhere. There
are today only 400 ‘Charter’ bookshops in
Britain - that is to say bookshops which stock a
comprehensive range of different categories of
books; which offer a book-ordering service;
and with some training facilities for staff. From
this awareness arose the notion of ‘community
bookshops’ which recognised the need for
some kinds of forms of subsidy in order to offer
comprehensive book-selling facilities in
districts other than the West End of London and
high-income areas such as Hampstead and
Kensington. Such geographically-based
community bookshops - like The Bookplace,
Peckham; Reading Matters in Wood Green;
THAP in Tower Hamlets; Centerprise in
Hackney; Page One and the Newham Parents’
Centre in Newham - have all received grants
from the GLC in recent years. So also have
bookshops serving particular ‘communities of
interest’ such as Shakti Bookhouse in Southall
with its wide range of Asian literatures; and
Silver Moon and Sisterwrite serving women.

New bookshop projects are still being
established. It isn’'t only because of the range of
books being sold that such bookshops might
need some kind of financial support. Itis also
because many of them offer other kinds of
activities that are related to books and
bookshops - in some cases it is literacy
classes, or writing workshops, children’s story-
telling sessions and so on. Subject these
activities to the powerful glare of market forces

Left: GLC Support for community
publishing in London has enabled
many hundreds of new writers to
emerge. Jim Baker, whose
autobiography A Mis-Spent Youth
was published by Centerprise in
1984, checks his manuscript.
(Photo: Anna Sherwin)

and they would shrivel instantly and disappear,
leaving a tiny puddle on the floor.

Nor does this mean that the community
bookshop network is now a settled
achievement. Given the important space they
now occupy as centres of cultural activity in
specific locations, these shops may yet have to
expand their activities to include the retailing
and distribution of other cultural products apart
from books, particularly those produced within
the independent sector - records, video-tapes,
etc. The library network seems obviously
ideally-suited for this function too. Other
changes, based on changing patterns of usage
and expectation may be necessary. For
instance, it is becoming apparent that many
people regard bookshops as more akin to
cinemas, theatres and galleries than to shoe-
shops or newsagents. In New York, 60% of
book-buying is done in the evening, as part of
what is considered an evening out: browsing,
having a coffee, meeting people. The problems
of addressing such fundamental changes in
leisure patterns deserve detailed research and
discussion.

So too does the astonishing statistic (based on
Book Marketing Council research) that 50% of
book purchases are made ‘on impulse’; and
that these ‘impulse buying’ decisions are taken
within 10 seconds of sighting a title. In this
context the attractiveness of the product, its
design and aesthetics, together with display
and presentation are important. ‘If you want to
hide a book, putitin a library’, Eric Huntley of
the Walter Rodney Bookshop once reminded
some people at a Black Bookfair meeting in
Acton. Too often the left loses sight of questions
of display and design, as these matters are
seen as part of unhealthy capitalist marketing
practices which, it is assumed, under socialism
will disappear or be irrelevant.

Problems of marketing and distribution remain
outstanding. It is a part of conservative
aesthetics that audiences and their responses
are unimportant; that all the cultural virtues
reside in the artefact itself, and have nothing to
do with context or reception. Radical aesthetics
seeks to break down all the possible barriers
between producers and consumers. To that
end constant innovation in the way we relate
that old dualism of ‘books and people’ is the
key; the world will not come to us.

Publishing

Book publishing is an industry producing an
extremely varied product range. The number of
new titles published each year has %?,6
risen steadily since the 1950s, and there e in
the region of 250,000 titles in print at argr on
time.

capital required to start as a publisher.

GLC"
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Whitakers lists over 2,000 publishers but there
are probably 400 firms whose main activity is
publishing. Cassells and the Publishers
Association Director of Publishing list 582
publishers of whom 280 have their head office
in London.

But in spite of a superficial appearance of
plurality book publishing is relatively highly

Table 1. Titles published annually

1950 17,072
1960 23,783
1970 33,489
1981 43,083
1982 48,307
1983 51,071
1984 51,5655

Source: The Bookseller

Table 2. Estimated market share 1981

Pearson/Longman 10%
BPCC/Pergamon 8%
Collins 8%
OouP 8%
Macmillan 6%
Associated Book Publishers 5%
IPC Books 5%
Pitman 4%
Heinemann 3%
Octopus 3%
Thomson Books 2%

62%

Source: Euromonitor

NB: These shares are likely to have shifted following
Collins purchase of Granada Publishing and IPC's
sale of Hamlyn Paperbacks to Hutchinson.

Table 3: Estimated paperback market share 1982

Pan 19.3% (jointly owned by
Collins, Macmillan
and Heinemann

Sphere 156.0% (Thomson)
Fontana 12.0% (Collins)
Penguin 12.3% (Pearson/Longman)
Granada 10.1% (Collins)
Hodder/NEDL 8.8%
Corgi 6.9% (Bertelsmann)
Arrow 4.0% (Hutchinson)
Futura 3.5%
Star 2.2%
Other 5.0%

100.0%

Source: Jordans

Table 4. Top firms paperback turnover June 1983

1 Penguin £44 million
2 Pan

Granada

Fontana £39.5 million
3 Mills and Boon £26.4 million
4 Hodder/NEL £11.9 million
5 Corgi £10.0 million
6 Sphere £8.0 million
7 Arrow/Hamlyn £7.5 million
8 Futura £4.3 million
9 Star £3.9 million

Source: Jordans

concentrated with the top eleven firms
controlling 62% of the total market and the top
nine firms 95% of the paperback market.

This relationship between the top paperback
firms can also be expressed in terms of
turnover. The following table illustrates the
effect of Collins purchase of Granada and the
relative volatility of market share which can be
affected considerably by one or two bestsellers
such as Penguin’s F-Plan Diet.

A significant proportion of these leading firms
are part of larger conglomerates, often with
extensive holdings in other media sectors.
Pearson/Longman also own the The
Westminster Press Group; The Financial Times
and Economist, Goldcrest Films, Longman
Video. BPCC/Pergamon as well as being the
largest UK printing firm also have interests in
Select TV and Central TV. Collins is 49%
owned by Rupert Murdoch whose News
International, as well as owning The Sun and
the News of the World and the Times Group
also owns satellite TV and is itself partof a
multinational conglomerate with extensive
holdings in Australian and US media. IPB
Books is a part of IPB (owners of the Mirror
Group of newspapers) which is itself part of the
Reed Group. Heinemann is now owned by
BRT, an industrial conglomerate which recently
took over Heinemann's previous owners
Thomas Tilling. Hutchinson is owned by
London Weekend Television. Thomson Books
is part of the Thomson Group a Canadian
controlled group with extensive interests in the
UK provincial press and North Sea Oil.

The significance of this ownerebhs b laFge,
groups often with extens_iye?i’nternational %
interests if not foreign cohtrojg illugegted 25
by the Reed Group’s aﬁnouai enfonto %
sell the Mirror Group Secaus a (—}__
Detter return on their &vailable ifviestiieht =

resources in US pub isSMAbrking for London
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of the book market The most significant trends to note are:

es vary but Business Monitor PQ489 ® the decline in the export market which, after

UK domestic retail book sales in 1982 at remaining steady at around 40% of total sales

463,000 and export sales at throughout the 60s, dropped steadily through
4.766,000. the 70s to its present level, according to official

figures, of 30.6%
Publishers Association estimates

publishers’ sales by category in 1981/82 as This has been a serious blow to an industry
shown in Tables 5a, 5b and 5c: which, because of Britain's imperial past and

Table 5a. UK Publishers sales by category — 1982 and 1983 (Home Sales)

~ ¥alue Turnover (£000’s) by category PAGE 55
% Change

Real Real
£000s 1982 1983  Current BPI RPI
School books 45,744 46,477 1.6 -5.0 -29
University etc. Books 64,897 74,098 14.2 -4.5 9.2
Mass Market Paperbacks
Children's 9,198 10,568 14.9 -3.9 9.8
Adult Fiction 48,107 55,608 15.6 -3.4 10.5
Adult Non Fiction 20,820 19,833 —4.7 —-20.4 -8.9
Nett Mass Market 78,125 86,009 101 -8.0 53
Specialised Books 33,196 42,312 27.5 6.6 21.9
General Books
Children’s 24,487 25,948 6.0 —-11.4 1.3
Adult Fiction 26,8984 23,450 -12.8 —27.1 —16.6
Adult Non Fiction 72,937 68,445 —6.2 -21.5 -10.3
Nett General 124,318 117,843 -5.2 -20.7 -9.4
Total all books (except
Mass Market Paperbacks 268,155 280,730 4.7 -12.5 A
All Books 346,280 366,739 5.9 -11.4 1.8

Source: Publishers Association.

Table 5b. UK Publishers sales by category — 1982 and 1983 (Export Sales)
Value Turnover (£000’s) by category

% Change
Real Real
£000s 1982 1983  Current BPI RPI
School books 42,089 42,051 -1 -16.5 —-4.5
University etc. Books 52,360 59,739 141 —4.6 9.1
Mass Market Paperbacks
Children’s 3,316 3,882 17:4 -2.1 11.9
Adult Fiction 25,268 30,336 20.1 4 14.8
Adult Non Fiction 9,526 10,517 10.4 7.7 5.5
Nett Mass Market 38,110 44,735 17.4 -1.9 122
Specialised Books 10,269 11,527 12.3 —6.1 73
General Books
Children’s 10,944 12,076 10.3 7.7 5.5
Adult Fiction 6,789 6,822 D -16.0 -13.9
icti -7.2 | =210. 25
Adult Non Fiction 23,684 25,399 3 > \CK & Ery
Nett General 4,417 44,207 70 -106 ‘O%?z?s Ve,
Total all books (except qf\ /p/,}\
Mass Market Paperbacks 46,135 157,614 7.9 —1 9.8@ L‘ A
All Books 184,245 202,349 98 | -8f : <
ol 1981-1986 2
m

a
Source: Publishers Association. Working for London
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Table 5¢. UK Publishers sales by category — 1982 and 1983 (Total Sales)

Value Turnover (£000’s) by category

£000s

School books
University etc. Books

Mass Market Paperbacks
Children’s

Adult Fiction

Adult Non Fiction
Nett Mass Market
Specialised Books

General Books
Children’s

Adult Fiction
Adult Non Fiction
Nett General

Total all books (except
Mass Market Paperbacks

All Books

Source: Publishers Association.

because of the international status of the
English language, has traditionally depended
on a high level of export sales.

This decline can be attributed to a number of
factors:

a. the abolition, in 1976, of the Traditional
Market Agreement, following anti-trust action in
the US, which had kept US publishers out of
traditional British overseas markets such as
Australia;

b. movement in the terms of trade owing to the
high level of sterling;

c. nationalist cultural and economic policies in
the Third World, particularly in the crucial field
of educational publishing, which has lead
governments either to develop alternative local
sources of supply or at least has forced UK
publishers to set up local subsidiaries to
publish within the countries concerned;

d. the economic crisis in Nigeria, a major
market;

e. the growth of book piracy;

e the steady shift towards paperbacks which
have moved from 35.1% of the market in 1977
to 39% in 1981,

® a decline in sales in real terms of 7.8% against
the Book Price Index and 4.2% against the
Retail Price Index in Home Sales, of 12.8% BFI
and 9.5% RPI in Export Sales and of 9.4% BPI
and 5.9% in Total sales.

% Change
Real Real
1982 1983  Current BPI RPI
87,833 88,528 .8 —-15.7 -3.6
117,257 133,837 14.1 —4.6 9.1
12,514 14,450 15.5 -3.5 10.4
73,375 85,944 171 —2.1 12.0
30,346 30,350 .0 —16.4 —4.4
116,235 130,744 12.5 —6.0 7:5
43,465 53,839 23.9 3.6 18.4
35,431 38,024 7.3 -10.3 2.6
33,683 30,272 —10.1 —-24.9 —14.1
96,621 93,844 -29 —18.8 =7.1
165,735 162,140 -2.2 -18.2 —6.5
414,290 438,344 5.8 —11.5 1.2
530,525 569,088 7.3 -10.3 2.6

This contrasts with a growing market in the late
70s and up to 1981, in spite of competition from
other media and jeremiads on the decline of
reading in the face of TV.

Table 6: Consumer spending on books - £
millions

Total Spending Deflated by:

Book-

Current seller

Year Prices RPI BPI Index
1975 191 191 191 191
1976 222 191 190 176
1977 271 201 192 192
1978 327 224 201 208
1979 375 226 208 223
1980 451 231 213 232
1981 510 233 205 237
1982 528 222 188 215
1983 580 233 173 201

Source: British Nat. Accounts, Monthly Digest,
Bookseller.

The result of these trends has been a serious
decline in the main business mthse$Srithg,
sector as reported by ICQJ% their 1982 rep/én
on the industry. The reg
industry’s performange proﬁt’ie NUJ ‘;,
and reproduced herg illust <
we" c(LU 1981-1986 '%
Working for London
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lishing Industry
1ance

e comparisons with other

of iIndustry - the latest information

i = 1o use is for the year 1979/80, so lack

information is a major limitation. For

Fmance comparisons between publishers
=st systematic information is for 1981/
¥e The financial year used for the

= 0f these notes runs from October to

Return on capital employed (ROCE):
Publishers, who had the 14th highest ROCE in
78/79, dropped to 41st of the 86 sectors with a
ROCE of 15.1%. But as some industries are not
strictly comparable in terms of asset structures
itis more satisfactory for comparison purposes
to use the Return on Total Assets rather than
ROCE. This broader measure generally
provides a better basis for comparison
because in ROCE current assets are netted off
against current liabilities and in some
businesses a very large proportion of total

mber. As the majority of British publishers assets are tied up in stocks and work in PAGE 57
ir financial year in December, and progress.
Iier&et do so in March, 1981/82 will
wde December 1981 and March 1982.) Return on total assets: The median figure for
=t of the information quoted is taken fromthe 86 manufacturing sectors was 8.6% (the
bications of ICC Business Ratios. average being 8.9%). Book publishers were in
the bottom half with 7.5%. The services and the
distribution sectors of the economy were both
isons with other industry sectors better than the manufacturing sector, returning
median figures of 8.8% and 10.3% respectively.
margin: Publishers, who had the fifth
“maghest profit margin (profit/sales) of the Average salaries: In 1979/80 book publishers
manufacturing sector in 1978/79 (10.8%) rose to 23rd of the 86 sectors, having been
g@ropped to just above halfway in a sample of 42nd in 1978/79.
sectors for the year 79/80 - median 6.7%,
Dook publishers 6.8%. Since then this ratio has Sales per employee: Book publishers were
chined further to 5% (80/81), then recovered 19th of 86 manufacturing sectors, having been
D 7.2% in 81/82. 43rd in 1978/79.
- Return on capital employed (ROCE): Publishers, who had the 14th highest ROCE in 78/79,
0f the 86 sectors with a ROCE of 15.1%. dropped to 41st
Return on capital
%
55
45 Periodical
Publishers
35
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between publishers
publishers 1974/81:

5% 78/79-25.1%
7.7% 79/80-15.1%
250% 80/81-12.1%
247% 81/82-18.3%

average declined suddenly from

25.1% to 15.1% in 79/80, then

m80/81, but has now recovered to
B81/82).

in: Also declined - from 10.7% (78/
. (72/80), then 5.0% (80/81), and

%0 subsequently recovered - to 7.2% (81/
rofits themselves declined 18% from 79/
/81 then grew 67.5% from 80/81 to 81/
g an overall profits rise for the two-
peniod of 35.3%. In 78/79 only one

jany made a loss, yet by 80/81 20 of the
ublishers included in the survey reported

== The 81/82 survey shows a decline in the
ber of lossmakers to 10 companies.

5 ten’ by profit margin in the ICC survey

: year 81/82 (covering about 60 major
mshers) were:

19.4%
18.1%
17.6%
and Boon 15.1%

13.2%

PEODUS

emann Group 11.3%
10.3%
10.1%

9.7%

ell Scientific

John Wiley
Penguin

ABP 9.5%

= years 1979 and 1980 saw a significant
2rop in demand (from the public; libraries;
“Schools and universities, etc.) together with

“ng production costs, a strong pound, and
uch increased interest rates. As a result

gins fell substantially. The corrective action

=r cost control, destocking, cuts in
programmes, redundancies, non-
of s12ff, and attempts to get earlier
s on investment through such strategies
2= remaindering a book after a couple of years
- gontinued to varying degrees in 1981 and
1882 In those years demand was still weak; a
recent report comparing 1982 with 1981 shows
modest overall sales growth, but points out that
this resulted mainly from price increases, i.e.,
improved sales margins, which thus disguise a
~ gecline in sales volume. This decline in sales

volume is expected to continue (based on past

and present conditions) at least until 1985.

Beyond that itis hard to forecast. However, the
corrective action taken, together with a lower
pound and a lower rate of increase in
production costs, helped to raise profitability to
much improved levels in 1981 and 1982. The
share price of publishers quoted on the Stock
Exchange rose considerably, thus implying
market confidence in the future profitability and
stability of those companies.

The Labour Market

These trends are also reflected in levels of
production and employment. Book publishing
is a low wage industry. As the ICC report for
1981/82 says:

PAGE 59

‘Bearing in mind the number of well-qualified
employees and the fact that printing is usually
sub-contracted out, it is perhaps surprising that
average employee renumeration is just £6,439,
a 13.1% increase on the 80/81 figure.’

These low wages can in part be attributed, on
the editorial side, to the hangover from an
earlier period of a certain ‘artistic’, ‘gentlemanly’
image which sees mention of money as rather
sordid, and encourages notions that
employees should put up with low wages as a
service to ‘literature’. Such an ideology has
made trade union organisation difficult. This
has been exacerbated by the peculiar
conditions under which the initial productive
labour of writing is carried out, namely not as
directly employed wage labour in general, but
as freelance labour which is rented to
publishers on a royalty basis. This has made it
easy to split editorial workers from writing
workers. There are hopeful signs that these
attitudes are breaking down — both in in the
writers’ campaigns around the minimum
agreement and in the NUJ's minimum wage
campaign which has been supported by
writers.

Low wages can also in part be attributed to the
fact, not unconnected with its artistic image (the
same factor that explains the high proportion of
female students who study English), that
publishing attracts a higher than normal
proportion of female labour, two-thirds of the
NUJ Book Branch are women. These
influences on low pay have been exacerbated
recently by a growth in freelancing (the number
of freelances in the NUJ Book Branch rose
from 60 to 100 in 1982/83).

The Retail Book Market

According to the Book Marketing Council less
than 0.4% of consumer spending is spent on
books, less than £10 per head per year. On@g

25% of reading activity is devoted to boo
“GLC

and 50% of book purchases are by im
1981-1986

@LACK & ETH/V

K
g
Moreover it has been estimated that thé 7%()1
impulse buying decisions are taken v@hln 1 %X
seconds of sighting a title. =

Worklng for London

archive.parmindervir.com



PAGE 60

Nonetheless the idea much touted both by
prophets of gloom within the publishing
industry and by wild-eyed advocates of new
technology, that the printed book is losing out
to electronic entertainment and information in
the fight for consumer preference and
spending, is not borne out by recent figures
which shows spending on books as remarkably
buoyant.

As the following tables show the index of
consumer spending on books not only rose
faster than total consumer expenditure but that
expenditure on books has risen while
expenditure on newspapers and magazines
has fallen. They also show that while the price
of books has risen slightly less fast than the
RPI, consumer expenditure on books rose
slightly faster.

Moreover recent Publishers Association figures

show the trend continuing with book sales out
pacing total retail sales in 1980 and 1981.

Nonetheless prospects for the UK book trade
do not look promising. The Henley Centre in
their most recent Leisure Futures forecast a
downturn for books:

“There are few reasons for optimism on
substantial overall improvement in unit sales
and spending in real terms.”

And Market Research of Great Britain in their
January 1983 report on books estimated a rise
in domestic sales from 1983 £703 million to
1985 £950 million representing a 2% annual
decline in real terms.

This lack of optimism is in part explained by the
fact that the book market is structured in two
segments, the retail and the institutional, and

Table 7: Consumer’s expenditure at constant 1976 prices £ million

1969 1970 1971
Books 100 | 108 | 12t
Magazines 100 99 97
Newspapers 100 97 95
Cinema 100 89 82
Other entertainment 100 100 106
Misc. recreation 100 108 113
Total consumers expenditure 100 103 106

Source: P. Curwen The UK Publishing Industry.

Table 8: Average Price Per Title - Consumer Expenditure

As price % inc Index

per title on previous 1974
Year £ year =100
1968 210 - 87
1969 235 11.9 64
1970 2.77 17.8 76
1971 3.39 22.3 93
1972 3.22 (5.0) 88
1973 3.24; 0.8 89
1974 3.65} 12.6 100
1975 4.67 27 128
1976 5.89 26.1 167
1977 6.58 T 180
1978 7.34 115 201
1979 7.87 7.2 215
1980 9.09 155 249
1981 10.05 10.6 275
1982 11.46 14.0 313

1972 1973 1974 1975 1976 1977 1978
138 138 143 148 144 135 142
97 97 90 82 A 76 76
97 96 93 89 86 86 85
63 63 66 59 50 48 56
121 135 | 151 162 178 181 192
129 147 157 157 158 157 165
112 | 117 115 | 113 114 | 113 | 119
Consumers Index of
total consumers
Retail expenditure total
price on books at expenditure
index current % inc on books
15.6.74 prices on previous 1974
=100 £m year =100
65 - - -
69 73 E 42
73 82 12.3 48
80 104 26.8 60
86 134 28.8 78
94 139 3.7 81
109 172 237 100
135 201 16.9 17
157 236 17.4 137
182 288 22.0 167
&ET,
197 348 O%%a\é&é iy, 202
224 399 14.6 42}2
X
= ~GLCA
295 568 7 3273
o 1981-19886 '<‘
320 o m

Working for London
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Je the former has remained surprisingly
ant the latter is affected by government
lic spending policy via educational and
al authority library expenditure. But this
wportance of public sector expenditure in the
sok market largely controlled at local authority
svel, opens up the possibility of developing an
terventionist policy. We will return to this
=stion when we consider the economies of
hops.

9a: UK retail book market 1981

To give some indication of what proportion of
this is spent on books in 1982/83 the ILEA
spent £2,941,578 on school books through the
GLC Supplies department for the non H.E. and
F.E. section

Book retailing
The major problem of bookselling lies in the

nature of the product, i.e. a large number of
product lines each selling at a low price and in

low volumes. The result is a sector with PAGE 61
£m 9% notoriously low profitability.
: ' . The Census of distribution, now defunct, in
\/ 4 i 1 ’
‘Consumer spanging oA ! 1971 gave a figure of 6,001 booksellers and
JInstitutional 200 26 stationers. But Curwen calculates that there are
_ about 3,000 real bookshops of which only 400
of which public libraries 50 7 are members of the Charter Group.
Educational 100 12 , ,
e A Mintel survey in 1980 showed the sources of
50 7 book purchases as follows:
762 100
The August-September review 1981 of Market
- EE—— Assessment estimated sources of paperback
purchases as follows:
In the GLC area public expenditure on books in ~ W.H. Smith/Menzies, other stationers 44
1982/83 is estimated as follows: )
Woolworth and other chain stores 11
‘Table 9b: Educational expenditure on books, Bookshops 18
educational equipment, stationery and materials
e — Newsagents, confectioners, tobacconists 16
_ Outer
£000 ILEA London Total ~ Departmentstores 6
Other 5
Primary 5,827 7,801 13,628
Secondary 9,927 13,449 11,376 - . i i d
i ese figures show, as in the newspaper an
Fotytschnics 4930 3452 8302  a5a7ine field, the crucial strategic position
Other HE & F.E 6,047 5552 11,599 occupied by W H Smith in particular and by
— stationers and newsagents in particular. The
Total 26,731 30,254 44,985 importance of W H Smith is reinforced if we
also take into account Book Club sales a key,
source of book purchases especially among
C2DEs.
Table 9¢
j— In 1979 the turnover of the Book Club/Mail
Public libraries: City of London 192,870  Order sector was £80 million, of which £55
| Lond 4.067.850 million went to book clubs and £25 million to
AR P Mail Order. Two-thirds of the Book Club market
Outer London 5,945,639 s accounted for by the Book Club Association,
jointly owned by W H Smith and Doubleday,
Total 10,208,359  With about a million members.
Because a large proportion of club members
Table 10: Percentage source of book purchase
Other Dept Woolworth =~ Super-  Book Club
Bookshop W H Smith = stationer stores Books market  mail order Other
E g\J\CK &E TH/V
ALL 24 28 20 19 13 4'9
ABCH 31 33 16 18 Q} ’3\7
s}
C2DE 17 23 25 1 4 20 Es 2
B o= & 1981-1986 %
NB: Others include Marks and Spencers. S Working for London ™
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resign each year clubs are heawvily depengent
on promotional expenditure. As the followng
table shows clubs and mail order account for
nearly 50% of the rapidly increasing agverising
budget of the publishing industry.

3 Encyclopedia Britannica

1 Mills and Boon
2 Readers Digest publications

Table 12: Largest advertisers 1982 — £000s

525.8

403.0
387.7

343.3
310.1

the recent intervention of Bertelsman, the

setting up their own retail chain.

Table 11: UK publishing industry — promotional 4 Penguin
expenditure 1975-82 5 Collins
Clubs Index:
mail Pub- Real
£m order lishers Total Prices
1975 1,620 1,231 2,851 100.0
1976 2,050 1,862 3,912 137.2
1977 273 1,984 4,757 166.9
1978 4,352 2,146 6,498 227.9
1979 4,877 3,323 8,200 287.6
1980 5,802 4,732 10,534 369.5
1981 7,754 6,249 14,003 471.2
1982 7,299 7,398 16,697 515.5
Table 13. Overall results 1971-81
1971 1972 1973 1974 1975 1976
No. of question-
naires analysed
from booksellers 192 352! 3531 376f 385 335

Total new book

sales £000 24,593 43,227 45,800 55,996 65,542
Sales other goods
£000 13,638 18,644 18,849 24,424 29,560

Total sales £000 38,231 61,871 64,649 80,421 95,102
% sales — new

books Retail 494! 5051 51.28 51.2] 53.0
Library 8.3 9.4 9.6 8.9 4.3
Book agents 0.3 0.6 0.4 0.4 0.5
Schools 6.3 0.4 9.6 9.1 6.1
643 699 708 646 68.9
% sales — other
goods 36.7| 30.1| 29.2 30.4; 311
100.0 100.0 100.0 100.0 100.0
Gross profit % 25.4| 26.3| 266| 26.7| 27.8
Total expenses % 220| 21.6| 21.7] 223] 235
(a) wages and
salaries 127 127| 124| 13.3] 14.1
(b) rent and
rates % 2.7 2.9 2.7 2.7 2.9
(c) other working
expenses % 6.6 6.0 6.1 6.3 6.5
Net (trading)
profit % 3.4 4.7 44 44 43
Number of times
book stock turned
over per annum 4.3 47 44 42 40
Sales per person
employed (£) 936 9,025 10,153 11,588 13,747
Sales per sq ft
floor space (£) 423 419 487 528 580

——

1977

342

1978 1979 1980

343 346 347

A new factor in the Book Club market has been

German media giant, which in 1977 introduced
anew club in the UK called Leisure Circle.
Leisure Circle recruits by door-to-door selling
and targets the non-book buying public. It has
been very successful among C2DEs especially
women. Of its estimated 1981 membership of
150,000, 80% were women. Leisure Circle is
aiming for a membership of a million and they
aim, as in Germany, to make their choices
available through bookshops, perhaps even

1981

346

81,747 93,016 103,503 109,700 122,800 137,500

32,434 39,485 46,199 52,400 45,750

64,600

114,181 132,501 149,702 162,100 168,550 202,100

54.7
9.3
0.9
6.7

71.6

28.4
100.0

27.4
24.6

14.7

3.5

6.4

3.3

4.2

56.4
8.0
0.4
5.4

70.2

29.8
100.0

28.1
25.0

15.2

3.5

6.3

3.1

4.1

14,427 119,319

711

82.1

s S 87.0
Working for London

53.9 54.8 60.1
9.4 8.9 8.2
0.3 0.3 0.4
5.5 3.7 4.2

69.1 67.7| 729

30.8 323 27

100.0 100.0 100.0

28.4 290.1 20.2

25.8 26.3 273

15.1 16.7 16.8
3.6 3.7 3.9
71 6.4 6.6
3.1 2.8 1.9

\\‘\‘

2@00 (I- e 3

1933 - 1 986:0

archive.parmindervir.com

67.0
71
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3ookshops

Compared to other European countries the UK
\as a relatively small number of stockholding

)ookshops per head of population. This may

%e due to the widespread public library system

#nce the UK comes high on comparative book
ading surveys. But this does not explain the

en geographical spread of good

00 shops, where London is highly favoured.

2 Booksellers Charter Group Economic

ey for 1981-82, the most recent of their

al surveys, paints a gloomy picture. As

Ole 20 shows, average net profit was only

less than half the 1980 figure. While

of all shops showed net profits of 7.5%

over, 38.2% showed a net loss.

2

Small

\ All sizes % of
=t (trading) profit % of shops shops
5% and over 17.2 13.4
D-7.4% 11.2 6.0
3-4.9% 16.0 13.4
-24% 16.9 10.4
0.9% 6.5 7.5
61.8 50.7

7.7 3.0

7.4 10.4

T 15.0

3.3 1.5

124 19.4

38.2 47.3

100.0 100.0

Small/
Small medium
47.9 34.9
44.3 41.4

salary

Sales category
1980

6,010
6,810
8,590
9,390

all-medium
edium
egdium/large
Large

14a. Net profit or loss by size of book sales

The Charter Group Survey defines the
categories of shop as follows:

Book sales
£ 74,000 and below
£ 74,001 - £117,500
£117,501 - £184,000
£184,001 - £340,000

Category
Small
Small/Medium
Medium

Medium/Large

4b. Loss trends — Business showing a net loss (% of expenditure)

Eofthe ihcreasingly low profitability of book retailing is the low level of wages.

archive.parmindervir.com

Large Over £340,000 PAGE 63
The simple point is that, although there is a
wide variation between categories, as Tables
14a and 14b show, large shops are more likely
to make a profit than small.
Small/ Medium/
medium Medium large Large
% of % of % of % of
shops shops shops shops
16.0 21.8 19.1 18.3
11.6 13.0 10.3 19.3
16.0 16.1 17.6 231
13.0 5.8 16.3 9.3
1.5 5.8 7.4 10.8
58.7 56.5 70.7 73.7
8.7 10.1 8.8 7474
10.1 7.3 29 6.2
4.3 8.7 4.4 6.2
4.3 5.8 4.4 0.0
14.5 11.6 8.8 6.2
41.9 43.5 29.3 26.3
100.0 100.0 100.0 100.0
Medium/
Medium large Large All
20.5 24.4 16.5 30.8
43.5 29.3 26.3 38.2
Salary per head
1981
4070
5,630 including working ?,Q\J\CK & ET/‘//V
7,150 direction and 4 4,9/\\5‘
8,280 proprietors basic bc'? G L C %,
10,600 salaries ES (_}_
o 1981-1986 =z
o 5 m
Working for London
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Schoolbooks and Libraries

As we have remarked institutional sales

represent a significant proportion of book sales.

Charter booksellers obtain nearly 20% of their
turnover from such sales, although as Table
19a sihows, this business is markedly
dominated by large shops which draw 27% of
their sales from this source. It has been
estimated that 20-25% of charter bookshops
would go out of business if the institutional
business was removed.

At present this business is threatened by:

® cuts in local authority expenditure on school
books provision and public library book
purchases;

® the expansion of specialist educational
suppliers, some of which are considering
moving into library supplies as well;

® the tendency of the libraries to break the Net
Book Agreement with the connivance of the
publishers, desperate to increase turnover.

Euromonitor's Book Report 1982 shows the
remorseless decline of educational and library
expenditure on books since the mid 70s:

A working party convened by the National
Book League in their 1979 report Books for
Schools deplored the increasingly inadequate
provision of books in schools and in particular
drew attention to the potentially strategic role of
LEAs in supporting bookshop provision:

“We would urge LEAs to provide some facility
for “local purchase” and to have regard to the
desirability of using the LEA’s purchasing
power to encourage local bookshop provision
where this seems appropriate and where
financial considerations permit it.”

It should be noted that, apart from a small
amount of discretionary spending allowed to
individual schools for bookshop purchase, the
ILEA does not purchase through bookshops.
Schools are either supplied direct from the

Table 16. Education and library spending on books

School, polytechnics,

other FE 76/77
England and Wales 53.6
Estimate for Scotland

and Northern Ireland 7.0
Universities 6.9
Total educational 67.5
Public libraries 328
Total 100.3

%increase in previous year

Source: Euromonitor

Table 17. Education and library book
expenditure in real terms

Total spending RPI
1975 90 90
1976 97 83
1977 110 81
1978 124 85
1979 134 81
1980 142 73
1981 190 69

Source: Euromonitor

GLC Supplies Department or borrow from the
Learning Resources Centre School Library
Service, which in turn buys from Library
suppliers. In 1982/83 the ILEA spent
£2,941,578 through GLC Supplies and about a
further £250,000 on books for the Library
Service.

The position of public libraries and their
purchasers is particularly crucial in the UK. In
1965 it was estimated that ten books were
borrowed for every one sold, very high by
international standards. In West Germany more
books are bought than borrowed while in the
US the numbers are roughly equal.

Public libraries are far and away the largest
area of both local authority and national
expenditure on culture. In 1981/82 they
received £320.5 million out of a total £460.8
million of local authority expenditure and
£359.6 million out of a national total of £673.8
million. This compares nationally with £137.0
million spent on museums and galleries and
£177.2 million spent on all other cultural
activities.

In recent years not only has there been a
downward trend in such expenditure but it has
proportionally hit book purchases as
expenditure on staff in particular has been well
defended. The National Book Committee in

77/78 78/79 79/80 80/81
99.3 64.8 69.8 73.0
8.0 9.0 10.0 12.0
8.1 9.2 9.5 10.6
75.4 83.0 89.5 99.6
AC
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Turnaround Distribution —
providing an efficient distribution
service for independent and radical
book publishers, with support from
the GLC and GLEB. (Photo: GLC)

their recent report ‘Public Library Spending in
England and Wales' point out that:

“The proportion of total library expenditure
made available for book purchasers has fallen
from 24% in 1966-67 to 17% in 79/80 to 15% in
the estimated figures for 82/83.”

London boroughs spent on average £1.32 per
person in 1981/82 and their spending has
fallen in value by 20% since 1978. Those
quarters of boroughs have cut expenditure. On
the basis of estimated figures for 82/83 ten of
them have reduced their book fund in real
terms by one third or more against the 1978
value. It should be stressed that we are talking
of a relatively healthy situation. Average
expenditure for 82/83 for the English counties
is 83p per head and for the English
Metropolitan districts 96p.

Conclusions

The production and distribution of books,
arguably still the mainstay of a pluralist and
critical cultural practice is characterised by
increasing concentration of economic pow

ver

and low wages both among writers as well as
among workers in production and distribution.
Indeed as the results of a recent survey of
writers’ earnings carried out by the Society of
Authors shows the writing of books can no
longer be regarded seriously as a form of
gainful employment.

Itis, however, an industry in which the public
sector could exert considerable leverage in
both production and distribution. It could
refuse, for instance, to deal with publishers who
do not observe the Writers Minimum Terms
Agreement or who do not pay the NUJ
recommended minimum. More significantly it
seems undesirable, to say the least, for the
GLC to have a bookshop policy which is not
linked either to the ILEA or the London
Boroughs Public Library purchasing policies.

Given the marginal profitability, in spite of low
wages, of small bookshops it would seem
desirable to explore linkages between book
distribution and retailing and the distribution of
other cultural goods and services e.g. video-
taps, records in bookshops, bookstalls in
cinemas, theatres, sports centres or indeed
within supermarkets.

nformational publxshln%q&ﬁ%§‘fiﬂg
transformed over thq@\ xt decade by tronic
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The UK Publishing Industry
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pendix: Community-
ed bookshop projects
aater London

et forces and the interests of a
and informed cultural democracy are
ne ous is in our present society fairly
Nowhere can this be seen more
in the provision and accessibility of
pps. For some decades the number of
=ly stocked bookshops (and
d bookshops) has been in decline,
sorious and limited range chain-
=h as W H Smith and Menzies have
2r the market in book selling.
=na'y bookshops which are responsive
wioe range of interests to be found in any
%y - and particularly in the multi-
§ and politically heterodox communities
London is comprised - are going to
\De financially assisted.

st decade London has seen the
smce of 2 number of well-run community
2s well as more specific

Dbookshop initiatives catering for

ok and Asian communities. Some
= received support and

from the ACGB, GLAA,

wrusts and local authorities, but as
not so far from the GLC.* Such

pe need consistent and generous

sport and the GLC could show the
20:ng 2 committed bookshop

nops have played an enormously
in the spread of new ideas over
- particularly with regard to the
Movement, the growth of
susness, the extraordinary growth
ss history and working class

= one of those rare places in our
w where the political, the cultural,
2 and the recreational meet and
other.

pase? Many of them endeavour to

= mo longer the case atall. The GLC is
mess smporiant sources of funding for many
(%W, August 1984).

be financially self-supporting, but this is
frequently impossible because they also
involve themselves in related activities which
are non-trading and non-commercial such as
doubling as advice centres or literacy projects.
The shop which consciously stocks a wide
range of, say, books on ecology, on women’s
poetry, on children’s books in Turkish or
African novelists for example is clearly flying in
the face of ‘sound commercial instincts’ and
other varieties of cultural monetarism.

PAGE 67
Support for bookshops is also support for
much else

Many of these bookshops have also become
publishers themselves. Finding how
unresponsive commercial publishing has been
to working class writers, to more local needs for
local histories, and with the easier accessibility
to printing facilities, a number of London
bookshops now run distinctive publishing
projects themselves. This is true for
Centerprise, Peckham Bookplace, Bogle
L'Ouverture, THAP Bookshop, Reading
Matters and probably others. In this way many
new significant writers have been discovered,
poetry has been made popular again, a revived
interest has been engendered in local working
class history, and many adult literacy students
now find they have easy-to-read books about
the lives of people like themselves, rather than
having to have their sense of failure
exacerbated by having to learn from Ladybird
or Janet and John type readers.

Librarians, teachers, critics and writers
themselves all agree that there was a
‘renaissance’ in children’s literature in the
1960's and 1970's, and many of the
‘community’/independent/alternative
bookshops have played a very important part in
encouraging an interest in children’s books,
particularly in developing a non-racist/non-
sexist aesthetic in children’s literature. Many
run bookstalls in schools and at community
festivals and often invite the writers themselves
to come and talk to children about their work.
Many also go to some lengths to import
children’s books from Asia, Africa and the
Caribbean, in order to be able to offer books
which describe life in other countries in which
many London people have a direct interest.

Such bookshops are often also meeting places
or contact points in the specific community
they serve (which may not necessarily be a
geographical community, but instead a
community of interest such as that of feminism
or black self-organisation). Bookshops such as
Peckham Bookplace, THAP, Centerprise,
Sisterwrite literally do have meeting rooms/
coffee bars where people may formally and
informally meet to talk and campaign. The
making available of such resources is of courg@
non-commercial - but it is very important. oy
Some of them offer a Box Number servic G LC
voluntary groups or become the focal p tfor
particular campaigns such as the New %acon 1981-1986
Working for London
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Bookshop for the Deptford Fire Campaign. The
Bogle L'Ouverture (now Walter Rodney)
Bookshop was the centre for the campaign
against racist and fascist attacks on
bookshops.

A number of these bookshops are also venues
for various kinds of adult classes, poetry
readings, writers’ workshops, because it is felt
they provide a much more inviting venue than
schnol classrooms for some kinds of activity.
This is particularly the case with adult literacy
classes where a number of people have
described their reluctance to attend literacy
classes in schools as a wish not to return to the
scene of their first failure. THAP, Peckham
Bokplace, Reading Matters, Centerprise and
maybe others all have a programme of evening
classes, local history workshops, writers’
workshops, literacy classes on their premises in
the evening.

Other areas which may need support

Hackney Borough Libraries Department has
recently pioneered a scheme for the setting up
of small bookshops in libraries. The GLC
Community Arts Committee might be asked for
help towards similar projects elsewhere and,
where appropriate, help should be offered.

It is also important that second-hand
bookshops should be seen as potentially
eligible for support. In the past the many
second-hand bookshops in London (of which
there are very few now left) played an important
part in the educational, political and cultural life
of working class people. Without such shops a
very valuable link with the past is lost as books
disappear from print and ultimately from
people’'s memories. Were it not for important
initiatives like that of the feminist publishing
house, Virago, who have pioneered a very

The Hackney Bookbus — taking
books to people. A good example
of imaginative local authority
provision. (Photo: David Hoffman)

significant collection of reprints of early novels
which reflected feminist aspirations, whole
generations of writers and books would be lost
to memory. Second-hand bookshops can also
provide a valuable collection point for people’s
individual libraries which often get thrown into
dustbins or dumped by house clearance
agents when the owner dies. The last 3 years
have been a critical period for second-hand
book traders. Turnover has fallen by 75% and
rent costs have increased substantially (for
instance, by 200% in the Charing Cross Road
area of London). Without some form of support
London is in danger of losing its traditionally
strong second-hand book sector - a sector
which has, in the past, been a valuable
resource for working class people.

[Policy Document written at the time of the
setting up of the GLC Community Arts
Committee. ]
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oduction

hapter is about the advertising industry in
It is also about the impact of
w==ing on other cultural industries such as
Ewspaper and broadcasting industries,
$wough sponsorship, on everything from
scal music to football. Because large parts
media are wholly or largely financed by
ma space to advertisers the kinds of media
smmunication that are available to us are
dly affected by the dynamics of

Sing.

advertising expenditure as a
=ntage/GNP, rose to its highest ever level

.
heg 70

e advertising industry is @ major industry in

right, and one of the largest employers

sts, photographers, typographers,

iters, film technicians and sound

wordists. About 20,000 people work in the

artising industry in London, 59% of the UK

Most of the £4,055m spent on advertising

ain in 1984 played some part in the

gosal's economy, whether as income for the
“adreds of advertising agencies which are

=d in London, or as revenue for the big

syision companies, commercial radio or the

onal and local press.

don plays a disproportionately important

2% in British advertising both as the hub of the

and as a wealthy and influential

et. Two of the wealthiest ITV stations
ames and LWT) broadcast to the London

=a Together they account for nearly 30% of

TV s total revenue though they cover only 19%

of the homes.

DUST

_Justone of London’s two commercial radio

stations, Capital, takes nearly a quarter of
commercial radio’s total revenue, while
London’s population also supports nearly 80
free local newspapers as well as free
magazines like Ms London and LAM.

For the average Londoner advertising also
provides a pervasive source of information,
images, jokes and catchphrases whether on
the roads, on public transport, the air waves or
even on milk bottles.

Advertising as a cultural industry

Advertising is a cultural industry. What this
means is that it is involved in the systematic
production of meaning through manipulating
symbols, images, narratives and sounds. Apart
from its secondary links with other cultures and
cultural industries - its appropriation of
everything from visual surrealism to punk rock
and its role in the finance of the media -
advertising has many parallels with other
cultural industries.

One parallel is the pivotal role of the ‘creative
axecutive’ in the advertising industries’
business organisation. As so little modern
advertising bears directly on the qualities and
price of a product, and so much is about
building up associations, there is a very high
premium on creative ingenuity and a heavy
stress on treating the advertisement as a work
of art or culture in its own right.

Advertising's development as a cultural form
means that it plays a crucial ideological role in
modern Western society both as part of a
general ethos of consumerism, and in reflecting
and reinforcing roles of women as housewife
and mother, of white men as dynamic decision
makers, and indeed in the ‘symbolic annihilation’
of ethnic minorities, of single parent families
and many others. lts role in this respect is not
simply the glorification of the material and the
mundane. Instead it is the non-material ideals
such as love, health, security and happiness
which often play the most important roles in the
advertisers’ repertoire, as products are sold as
integral parts of a particular life style.

The advertising industry is one of the wealthiest
producers of culture in this country and can
command many of the best writers, film
directors’ studios and photographers.
Advertising's weight in the cultural market is a
straightforward effect of wealth. For example
the typical cost of a 30-second television
advertisement, (around £70,000), is about
twice the average cost to BBC of producing a
whole hour of programming. Thus it's

hardly surprising that advertisements on
television are often more entertaining, funnier
and more stylish than the programmes which £
surround them. From another perspective the 4’\"0
advertising industry’s net annual income is
about 5 to 6 times that of the Arts Council.

g
The advertising industry’s wealth is based @h
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the role advertising now plays in modern
business organisation. Advertising can be used
to sustain demand for products of mass,
continuous production techniques. For the
large company it can also be used as a barrier
to keep out potential competitors, while
conversely, for the small company it can be the
means to breaking into a market with a new
product. The fact that advertising is itself a
cultural product means that its impact on a
market can never be accurately predicted. Its
attractiveness to large corporations, is,
however, that it (along with marketing and
market research) brings a degree of
calculability and prediction to a world of
changing tastes and demands. In an age when
investment decisions have to take into account
possible demands many years into the future
the ideal of market control is extremely
attractive to the modern corporation, however
difficult it is to achieve in practice.

In this context advertising is seen as investment
in markets rather than (as in the past)
something of an optional extra to be financed
out of profits in a good year. The continued rise
in real advertising expenditures throughout the
Western world during the current recession is
highly significant and without precedent. In
many companies in many different industries it
is often considered rational to cut the workforce
and plant in order to maintain or even increase
advertising expenditure. For the large
manufacturer or retailer the dominant
assumption is that a significant reduction in
advertising expenditure will lead to the rapid,
and probably permanent, loss of markets to
competitors. As one advertiser put it ‘We are in
a free market so if everybody else jumps over
the cliff we have to go over too.’

General Trends within the Advertising
industry in the mid-1980s

1984 saw advertising reach a record level of
£4.05 billion, a rise of 13% on 1983. This
represents 1.49% of the GNP, the highest
percentage ever recorded.

® Fragmentation: The advertising industry
sees itself at the beginning of an era of media
fragmentation determined by technological
developments, such as cable, satellite, video
and the revolution in information processing
and transfer. In the long run it is argued these
will transform the mass media, like broadcast
television, into minority media aimed at highly
specialised and differentiated audiences.
According to the editor of one of the industry’s
main trade magazines:

Itis clear that the whole pattern of advertising
which has varied remarkably little in the last 20
years now faces major change from the
proliferation and expansion of advertising
media consequent on technological
development. . . budgets will not increase at
anything like the same rate as opportunities to

spend them . . . tools of audience measurement
which have served so well will be subject to
calls for major overhaul . . .’

Fragmentation in the media is also being
paralleled by fragmentation in the role of the
advertising agency, and a shift away from the
‘full service’ agency to so-called ‘a la carte’
buying, where different agencies are used for
different roles, creative, media buying and
market research.

® Commercialisation: The new media are
acting as a vanguard which is increasing the
relative weight of commercialised cultural
forms. These are generally being developed
according to market principles rather than the
alternative principle of public service and
regulation. This is leading to a proliferation of
advertising media space and of opportunities
for direct programme sponsorship (through
local radio, cable and video and Channel 4). In
addition the arts and sport are increasingly
being seen as marketing tools by large
corporations.

® Multinationalisation: The long term trend
towards multinationalisation of the world
advertising industry is continuing. The needs of
multinational companies for multinational
brands and economies of scale are putting
pressure on advertising agencies which fail to
adopt a parallel, multinational structure.

® Integration and diversification

Advertising is increasingly integral to the
modern capitalist economy. The current
recession, compared to 1974/5, has
demonstrated that few major manufacturers
can now afford not to advertise. Whereas
during the 1974/5 recession advertising
expenditure fell sharply it has continued to rise
in real terms throughout the current recession.
Internationally, following a period of stagnation
up to 1973/4, and severe cutbacks in 1974/5,
advertising has experienced steady growth.

Advertising has also demonstrated its new
found respectability by developing its use of the
City to raise capital, while its profits have been
used to diversify into related sectors like the
news media, sponsorship and PR.

Advertising Agencies

Advertising agencies lie at the heart of the
advertising industry; it is they who organise
campaigns, produce scripts, graphics and
themes and who buy media space for
advertisers. In Britain the great majority of the
agencies are based in Lo \HKckbring to
the Institute of Practitiop@s in Advertising®

which includes the great geajorily o ndids,

72% of agency empé%yee 0 pflople, %
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Adwertising no longer just sells

peoducts - it sells politics too. It

weas the Saatchi & Saatchi

campaign for the Conservative

Party (‘Labour Isn’t Working’)

wwhich helped secure a

Conservative victory in 1979. (Photo: GLC).

2na set up on their own, often taking accounts
wth them, and in which talented individuals like
#rst division football stars are sometimes
wansferred, at great cost, from one agency to
znother. Large accounts regularly move from
one agency to another.

The agency world is centred around the 20-30
top agencies who alone are able to organise
campaigns for the largest advertisers. In 1983
the top 20 agencies were responsible for 44.6%
of total billings, compared to 18.8% for the next
30 and 36.6% for the rest. For the higher value-
added television advertising there is even
greater concentration; the top 20 agencies
handie about three-quarters of all billings.

As in the rest of the world the agency scene in
Britain is largely dominated by US-owned
agencies. Most of these followed the great wave
of US internationalisation after the war and
consolidated their position in the 1960s. Since
1962 the number of US owned agencies in the
Campaign (an advertising trade paper) ‘Top
Ten’ (a crucial reference point for agency
personnel) has increased from 4 to 7. These
form very minor parts of worldwide advertising
systems; for example J. Walter Thompsons'
British subsidiary, the second largest agency in

Table 1. Top 20 Advertising Agencies

1982 Agency

© N O O AW N =

'\)_A-—L_A_L.—A._L—k_&_&_t
o © O N O oA WN - O ©

Saatchi and Saatchi
J. Walter Thompson

D’'Arcy-MacManus & Masius

Oglivy and Mather

McCann-Erickson Advertising

Allen Brady and Marsh
Leo Burnett

Foote Cone and Belding
Young and Rubicam
Dorland Advertising
Collett Dickenson Pearce
Ted Bates

Boase Massimi Pollitt
Geers Gross

SSC and B:Lintas
Davidson Pearce

Grey Advertising

Benton and Bowles
Doyle Dane Bernbach
Abbott Mead Vickers SMS

Bill-
ings
inf£m
1982
114.00
108.00
90.00
83.00
74.15
65.11
64.70
60.80
58.85
54.00
5217
48.81
48.10
47.00
40.40
39.00
37.20
37.01
34.00
29.60

Staff
1982

555
518
469
298
374
347
245
329
316
270
225
188
175
130
205
170
138 Q/eLACK & ETHW/C

%
9
219
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this country, made profits of just over £2m in
1981 compared with JWT’s worldwide profits of
$332m.

The largest group in worldwide advertising is
the Interpublic Group which owns among
others McCann-Erikson Advertising (no.5),
SSC and B Lintas (no.15) and Wasey Campbell
Ewald (no.23), giving it combined British
billings of £61.55m in 1982. Six of the top ten
agencies in Britain are also in the world ‘top
ten’.

Those agencies which are successful tend to
acquire other advertising agencies, and then tc
diversify into related fields. Saatchi and Saatchi
for example owns Dorland Advertising (no.10),
Crawfords (no.45), Downton (no.72), two
agencies in the USA, Compton
Communications and McCaffrey and McCall,
as well as interests in satellite broadcasting and
cable. Other agencies are closely involved in
aircraft films, videotex, public relations, market
research and sponsorship. Young and
Rubicam, the world’s second largest
advertising agency (the largest is Japan's
Dentsu) now makes a third of its profits from
acquired subsidiaries.

London as a creative centre

Within the world advertising scene Britain's
London based agencies have developed a
surprisingly strong position over the last few
years, based on a reputation for high creative
standards; the Campaign editor’s recent
assertion that Britain had a claim to ‘pre-
eminence as the agency centre of the world’
held more than a grain of truth.

One factor behind this is the relative
preponderance of high impact media which
British advertisers enjoy; commercial radio,
and television with 90 minutes a day of
advertising compared to, for example, 40
minutes in Germany, 42 in France and 30 in
Holland, and very high average viewing hours,
relatively high newspaper readership and a
highly developed magazine sector. Secondly,
Britain like other English-speaking countries
spends a relatively high proportion of GNP on
advertising (1.49%) compared with 0.62% in
Germany, and 0.51% in France. Thirdly
London has often been the centre from which
US owned agencies run their European
operations. Because of this the British had,
according to one agency employee, a chance
to learn how to ‘out-American the Americans'.

The challenge to American creative dominance
was spearheaded by a number of creative ‘hot
shops’ established in the 1960’s, notably Collet
Dickinson and Pearce (est. 1960) Allen Brady
and Marsh (est. 1966) and Saatchi and Saatchi
(est. 1970) now British advertising’s own market
leader.

Saatchi and Saatchi a world major

When Saatchi and Saatchi was formed in 1970
by Maurice and Charles Saatchi it aimed to
project a ‘youthful, progressive and innovative
image'. After several years the company moved
towards a more aggressive financial strategy
launched by the successful reverse takeover of
Compton UK, the UK subsidiary of a US
advertising agency, in 1975. This has been
followed in more recent years by the
acquisition of the Dorlands Group for £5.6m in
1981 and in 1982 the takeover of Compton
Communications, the world’s 14th largest
agency in 1981. In July 1983 the company
acquired McCaffrey and McCall, another US
agency, and in the autumn of 1983 moved
towards raising £25m on the US stock market
to help with further acquisitions. The company
now makes half its profits in the US (where half
of its staff are employed) but it remains very
much based in London where it employs more
people than any other agency (555 in 1982 a
further 270 in Dorland Advertising and a couple
of hundred in its other acquisitions).

Saatchi and Saatchi's rise has been based both
on its creative ability and on its ability at self
promotion. Its successful work for the
Conservative Party paved the way for many
large accounts; it has continued its political
work, notably in South Africa for opponents of
the new constitution. With 1984 turnover up by
42% (to £855.4 million) and profits up by 63%
(to £18.3 million) Saatchi and Saatchi is now
among the top ten world agencies. 56% of
profits now come from US operations, where
the company has concentrated on winning
multinational clients like Proctor and Gamble,
Bacardi, Johnson and Johnson, Du Pont,
seeking to rationalise their international
advertising.

Other British agencies are also cashing in on
Britains high creative reputation. CDP, one of
the other 1960s hotshops, was recently able to
take 60% of the shares in Young and
Rubicam'’s second British shop, while Lowe
Howard and Spink, itself a breakaway from
CDP (in 1981) recently gained a controlling
interest in the UK subsidiary of US owned
Wasey Campbell Ewald, which is itself owned
by the giant Interpublic Group. These
developments are symptomatic of Britain's
relative weight in the international advertising
division of labour; they also reflect the pressure
on smaller British agencies to align themselves
with the multinational agencies.

Multinationalisation

In the last few years there has beep
noticeable trend towardczj M EL’/‘//V/

multinationalisation of@ vertlsmg account@p

This means that thedarge, tio \5;,
advertisers have teﬁded ali IE B
worldwide adverti§ing to en ] agt dealt ’:E

with by a smaller §umber or a smgle network ofm
orking for London

archive. parmlnderwr com



enabling them to deal with the

2t 2 higher level and to cut costs. This
2d in a whole range of account
‘culminating in a record number in

ber 1983, which involved £85.5m worth
3s in Britain. The second factor behind
poount switches was the ‘no conflicting
' rule which the multinational advertisers
other words they will not permit their

s o carry accounts for products which
‘competition with their own. This meant
September 1983 Young and Rubicam

(usually on television which uses a lot of US
programming) have begun to develop a
genuine world market even in the most
culturally diverse countries. Genuine
international branding and advertising is still at
an early stage though. Atthe moment only 15 of
the 50 most heavily advertised brands in Britain
are marketed throughout Europe under the
same name and nearly all use different forms of
packaging and advertising. One recent
example, which appears to have had some
success, was Saatchi and Saatchi’s use of the

0 resign all its business with Proctor and same British Airways television advertisement PAGE 73
e in order to take on a $120m account in 40 countries. The development of satellite
Colgate Palmolive, Proctor and Gamble's broadcasting is likely to be an important factor
& rival. Although Young and Rubicam in shaping the development of multinational
efitied internationally from this switch, its branding and advertising. For the first time
Jon office had to give up business worth there will be a truly multinational medium
’m a year in exchange for considerably less capable of broadcasting the same
Colgate Palmolive. Other notable recent advertisement simultaneously to hundreds of
iches involved Cinzano, Beechams, Max millions of households. It will also mean the
gtor and Lee Cooper. possibility of breaking into markets like
Sweden, where television advertising has never
s trend towards more cost-effective use of been allowed. Already representatives of
sources based on centrally co-ordinated Swedish business are calling for the
erational campaigns has tended to work introduction of advertising-financed television
inst the smaller agencies. Parker recently to give them an opportunity to compete with the
{LHS to link up with the multinational Ogilvy multinationals broadcasting by satellite.
3 Mather; Cinzano left CDP for the
multinational Foote, Cone and Belding. Itis These developments pose a threat to many
argely as a result of these pressures that subsidiaries around the world since they will
maller agencies have had to establish links mean increasing centralisation of market
#I international networks. strategy determination, creative design and
. . ) execution. However, they will probably tend to
Slobal advertising, the use of a single accentuate Britain's relative advantage in the
£ampaign worldwide, has long been one of worldwide division of labour, at least for the
Saaichi and Saatchi's selling points. This is larger and internationally linked agencies. In
partly a result of the realisation that cultural the medium term most agencies, including a
‘Barriers between high income classes in few large ones like Allen Brady and Marsh, will
Q! countries are breaking down; continue primarily to serve national advertisers.
Eeording to S&S' latest annual report: ‘the However, the more multinationals increase their
‘most advanced manufacturers are recognising  ghares of markets worldwide the more there will
‘hat there are probably more social differences  pe pressures on smaller British agencies firstly
etween Manhattan and the Bronx than to establish international links, and secondly to
‘Between Manhattan and the 7th be based in London and therefore closer to the
‘Amrondissement in Paris’. The development of international dimension. Some people expect
pan-regional and then world branding enables a4 the industry will polarise between a few,
‘manufacturers to take advantage of economies multinational super agencies, and a large
dscgle to become the Iowegt cost producer, number of small national agencies.
- allowing the company to ‘build a price/cost/
value structure which will eventually put it out of
reach of competition’.
Fragmentation
The problem with international advertising,
nhowever, is that advertising is often most At the beginning of the 1980s while the
~ effective when it exploits cultural specificities. advertising world awaited the impact of an
Even so, according to its proponents, the increasingly complex and fragmented media it
impact an advertisement loses by failing to experienced a fragmentation of its own. The
exploit such specificities must be weighed most important single factor behind this was the
against the reduced costs involved in threat in the late 1970s that media organisations
worldwide advertising. According to Mike like the Newspaper Publishers Association and
Townsin, Media Director of Young and the Independent Television Companies
Rubicam, the ‘advertisers will to some degree Association would be taken before the
or another exchange communications Restrictive Practices Court unless the fixed,
effectiveness for the economies arising from a 15% commission system for agencies was (&\,ACK & ET"//V
centrally produced, single creative execution.’ abandoned. This meant that there was no ; ‘o‘?’ /04
In some respects these trends reflect the US’s longer a need to offer the full service of market = '91\5\
ability to export culture and information which research, creative work and media buying. é§* G L C
paves the way for Western consumption Instead individuals and groups within the g
patterns. In the Third World huge advertising industry could set up on their own offering § 1igigd ~1.0.81e

4
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expenditures by multinational companies specialised services either for much lower
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commissions or for fees. Between 1979 and
1982 about 80 new agencies emerged. Over 30
of these were media buying organisations
which could enable different creative agencies
to overcome the capitalisation barriers
governing access to buying space in the press
and on television. In 1981 their trade
association, the Association of Media
Independents, claimed that its members had
achieved total billings of £234m. Fragmentation
in the media will put an increasingly heavy
premium on media buying skills, suggesting
that this development will continue.

Commissions now vary between 7% and the
original 15%, while some agencies use a fee
system; by comparison media buying agencies
will tend to take commissions of between 3%
and 5%.

Fragmentation in the roles offered by agencies
has led to cutbacks in employment in agencies.
Four of the top five agencies reduced their
staffing levels between 1981 and 1982 despite
increasing their joint billings by £38m. As a
whole, agency employment in London has
fallen by 1,500 over the last four years:

Table 2. Number Employed

Total In London

1973 15,700 12,200
1974 14,900 11,400
1975 13,300 10,000
1976 13,300 9,900
1977 13,900 10,600
1978 14,700 11,100
1979 15,300 11,400
1900 15,500 11,600
1981 14,700 11,100
1979 15,300 11,400
1530 15,500 11,600
1981 14,700 10,800
1982 14,000 10,100
In London: Men 5,900

Women 4,200

At the same time average agency profitability
fell from 12.2% in 1980 to 8.6% in 1982

(as % of income). The upsurge in new agencies
has also been reversed suggesting that the
industry is still restructuring itself.

Employment in the agencies breaks down as
follows:

%

Exec. and Admin 23
Copywriters 6
Artists 9
Media 9
Marketing Service 3.5

Like many other cultural industries advertising
clusters around a central, relatively secure core
in which administration and strategic decision-
making are based.

The creative, artistic work is largely contracted
out to a sector which is characterised by
casualisation of labour and greater insecurity.
This sector calls on the resources of the wider
cultural labour market in scriptwriters, actors
and actresses, photographers, models, film
directors, technicians, etc.

The bureaucratic top heaviness which these
figures imply must be weighed against the fact
that a good deal of creative work is done
outside the agencies by independent
photographic houses and television
commercial production companies.

4,200 of the employees in London agencies
are women, yet of the 244 directors in the top
ten agencies only 17 are women. None has
more than 3 women directors including Saatch
and Saatchi which has as many as 46 directors

This is reflected in the representation, or rather
misrepresentation of women in advertising, in
particular the characteristic representation of
the women as housewives, and the
overwhelmingly male ‘voice’ of advertising and
advertisements, whether it is men or women
who are being addressed.

Advertisers

Advertising can be divided into two categories:
display advertising such as television and radic
advertisements, billboards and the larger
advertisements in the press, which usually
advertise a continuously available product or
service; and classified advertising, which is
currently restricted to newspapers and
magazines, which usually advertises a
particular product or service. Until recently the
share of total advertising taken by classified
advertising had gradually risen for over twenty
years as new markets developed in property
and cars.

Despite this trend, however, much the largest
share of total advertising is still taken by
display. In 1984 it was 77% of the total.

Much of this is dominated by a relatively small
number of super advertisers including
household names like Mars, and Kelloggs.
Among them are some of the key oligopolists ir
the British economy, using advertising to
compete and share markets with one or two

%
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major competitors. In the list of the top
advertisers one finds Lever Bros and Proctor
a2nd Gamble who together overwhelmingly
sSominate the markets for soaps and related
products; Mars, Cadbury’s and Rowntree
Mackintosh who play a similar role in the
market for sweets; Imperial Tobacco and
Gallahers in the tobacco market; Austin Rover,
Ford and Vauxhall and so on. One also finds,
perhaps surprisingly, two nationalised
ndustries, the Electricity Council and the British
Gas Corporation, spending public money to
play the same game in the energy market.

One effect of the recession has been to
marginally strengthen the position of the largest
advertisers : the expenditure of the top 100
increased by 29.5% in 1982 compared to an
increase of 27% for the top 250. Behind these
figures, however, several different
developments are underway. A good example
of the use of advertising to maintain a
monopolistic position, was the way Proctor and
Gamble increased their advertising
expenditure in 1982 by a massive 84% in order
to squeeze Unilever out of various detergent
and other markets.

A more significant long term trend has been the
relative decline in manufacturers’ consumer
advertising and the relative advance of service
and retail advertising. The most striking
development of service advertising has come
from the financial institutions as competition
over the provision of banking services has
increased and as the market for services of this

Where's the meat? Most modern
advertisements have little to say
about the qualities of what they are
trying to sell. (Photo: Mike
Abrahams/Network).

kind reached the critical size for television
advertising campaigns.

Total advertising expenditure for financial
services increased from £32m in 1973 to
£163.5m in 1982. Whereas only £1.6m was
spent on television advertising in 1973, the
corresponding figure for 1982 was £59.8m,
with the lead being taken by the building
societies which spent £23m on television
advertising in 1982.

A parallel development has been the great
expansion in the ‘corporate purchasing’
market, which has been fuelled by the
proliferation of new office technologies, and
which has branched out into using new media
(including prime time television) though it is still
concentrated in the national quality
newspapers (22% of national newspapers
display advertising is aimed at business and
corporate purchasers).

However, much the most significant long term "

development has been the expansion of reteiLLO
advertising. The large retail chains which <

spread around the country in the 1960’s aﬁ'a G LC
1981-198¢€

70's increasingly developed their own br@wd
images and put pressure on manufacturgts to
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produce goods according to their own
specifications to be sold under the retailers
name.

Extensive advertising and a proliferation of new
stores has served to move consumers’ brand
loyalty to the retailers. Between 1979 and 1982
the market share of ‘own label’ goods rose from
15.5% to 20.7%, reflecting the fact that retail
advertising has almost doubled in real terms
over the last 10 years. This situation has led to
intense competition fuelled by the ability of
retailers to monitor exactly how fast each brand
is selling with the use of scanning systems.
They are then in a position to put pressure on
manufacturers to advertise more or be
removed from the shelves. According to Peter
Gittoes of Barclays Bank the manufacturers
‘have to compare the cost of advertising with
the cost of letting a brand die’. For leading
brands this is not too much of a problem,
indeed most have increased their market share
during the recession; it is the other
manufacturers which have been hardest hit.
The point is that no major manufacturer or
retailer can now afford not to advertise heavily.
According to Barry Silverman of the Coop, ‘We
are in a free market, if everybody else jumps
over the cliff then we have to go over too'.

The importance of retailers can be seen if one
constructs an advertisers’ ‘top ten’ according to
different criteria. For example by totalling
advertising expenditure according to holding
companies Proctor and Gamble comes third
after Unilever which owns among others
Batchelor Foods, Birds Eye, Walls, Lever Bros,
Van de Berghs, Jurgens Elida Gibbs, Liptons
Tea, Walls Meat and Mathesons Meat. Second
is Mars which also owns Pedigree Petfoods
and Dornay Foods. If on the other hand the list
is constructed according to individual brands
retailers dominate, with the Coop at No.1 (no.
18 according to the first method) followed by
Boots, Woolworths, MFI, Asda, Tesco, Curry's
and the first non-retailers, Dulux, at No.8

Another way of looking at advertising is to
analyse the role it plays in different markets.
One way of doing this is to calculate advertising
expenditures as a percentage of total sales.

Table 4 has two particularly striking features.
The first is that it reveals markets in which as
much as a quarter or a half of what the
consumer spends is subsequently spent on
persuading more consumers to buy the
product. There are a number of ways in which
this phenomenon can be understood. One is to
see it as collusive oligopoly where a small
number of producers hope to keep out
competition by spending massively on
advertising. If a competitor offers a similar
product at a much lower price by not
advertising so widely consumers will assume
that it must be an inferior product. Another
perspective would argue that the consumers of
e.g. hair dressing lotions and face and hand
creams are in fact voluntarily paying an inflated
price for these products because they wish to

consume not only the product but also the
advertising imagery with which it is associated.
Conversely it can be argued that these are the
products which give advertisers the greatest
scope for exploiting personal inadequacies
and feelings of inadequacy.

What is clear is that products with high
advertising/sales ratios tend to generate above
average profits. This would imply that high
advertising expenditures are being used as a
barrier to market entry, so that oligopoly or
monopoly positions can be exploited. However
high advertising/sales ratios can also be a
feature of highly competitive markets, such as
the magazine market, in which market entry,
though difficult, is regularly achieved. A large
advertising budget is simply an unavoidable
part of any investment.

The second striking feature of the table is the
way it echoes the historical origins of
advertising. Until the second half of the 19th
century advertising was predominantly a
medium for selling cures, potions (few of which
were probably any more effective than the
cures for plague which were widely advertised
in the London of 1666). Our desire for health
and beauty still clearly leaves us open to
persuasion and manipulation.

The advertising department in the big
spending companies

Advertising is a branch of marketing, and within
the large advertisers, an advertising department
will tend to be part of a larger sales or marketing
department. However there are many
exceptions to this rule. Departments tend to be
based with head offices; from the point of view
of London’s economy their location has been
affected by the trends outlined above. Indeed
many advertising departments in charge of
advertising in Britain within multinationals are
based abroad.

For most advertisers there are few advantages
to being based in London, except at the higher
end of the market e.g. cosmetics, for which
location is part of a more general image and
ethos. Thus Proctor and Gamble is based in
Newcastle, Mars in Slough and Pedigree in
Norfolk.

As a sector, advertising departments are very
undocumented, and vary greatly in size and
range of activities. Several broad trends can,
however, be brought out:

® The recession was used by many to cut first

market research and then other elements withir

marketing/advertising departments. This
rocess has now stabilis CK &
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® The locus of decns\én- a ov‘éb\ up
the corporate hleréfchy rE;léertl
has come to be en as an o
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g/Sales Ratios 1980
ertising/ Sales Ratio)

ing Lotion

s and Toiletries

sery Fabrics

=t Pills

Cleaners

plements

g Cream

g Furniture

L@na Accessories

Preservatives

'.7‘ S es

Advertising
Expenditure

4,673,000
1,443,500
6,427,200

784,800
2,512,800
5,185,800
2,822,100
3,861,300

360,400

2,097,8002

453,900
7,253,300

746,100
3,799,800
4,554,600
4,694,500
1,521,500
2,708,300
1,410,800
1,898,100
3,671,800

11,654,800

759,800
1,504,300
3,289,200
1,241,800

658,600

13,964,800
3,295,600
8,437,100
2,249,000
8,188,100

307,500
2,338,800
1,015,500
1,866,800
1,797,900
2,910,000
1,985,100
3,549,200
4,281,900
3,867,400
9,729,900

11,347,100
8,014,500

£m Sales
Value

30

14
30
22
32

18

68

36
45
47
16
30
16
23
45

145
10
20
44
17

203
48
131
35
127
13
40
18
340
34
62
43
82
100
90
230
2302
200

Adv/Sales
Ratio (%)

51.9
241
21.4
19.6
17.9 PAGE 77
15.5
12:8
12.1
12.0
17
11.3
10.7
10.6
10.5
10.1
9.9
9.5
9.0
8.8
8.2
8.2
8.0
7.5
7.5
7.5
7.3
7.3
6.9
6.8
6.4
6.4
6.4
6.2
5.8
5.6
5.5
5.3
4.7
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® Market research (annual turnover £100m) is
becoming increasingly oligopolised, AGB and
the multinational Nielsen, for example, have
established near monopolies in different areas
of market research.

® There has been a gradual shift to below the
line (i.e. non-media) advertising expenditures,
spearheaded by the development of direct
mailing techniques which have themselves
been fuelled by the development of
computerised mailing methods. Accurate
statistics are hard to come by in this area.
However the Post Office recently began to
publish direct mail statistics which pointto a
fairly rapid rise:

Table 4

1975/6 1981 1982
Volume (millions of items) 540 1,034 1,102
Total expenditure (Em) 86 299 341
Share of total advertising
(%) expenditure 7.4 96 9.8
The Media

How are the media
financed?

There are three basic way of financing the
media for distributing information and
entertainment:

1. Subscription, retail or payment by instalment:
the cultural product is sold to an audience for a
(regular) fee. This is the sole revenue for the
producer, e.g. books, records, paycable, some
videotext, magazines and newsletters without
advertising.

2. Advertising based: for the producer the basic
economic relation is the sale of an audience to
advertisers. The purest forms are the freesheet
(100% revenue from ads), ITV (98% from ads)
and ILR.

3. Tax based: access to a cultural medium
requires payment of a tax to the government.
The license fee is an obvious example.

Most of the press lies between 1 and 2,
depending for revenue both on the cover price
and on advertising revenue. Usually a
newspaper will seek to maximise both.
However, producing advertisements carries a
cost in terms of an advertising department,
newsprint, paper, etc. From the point of view of
the advertiser it is both the quantity and the
quality of the audience which is important.
Advertisers will always pay more to reach
certain groups. For example the cost/thousand
(a basic advertising unit) can be as much as ien

times more for advertising in the quality rathe
than popular press. It is not unknown for a
newspaper to increase its circulation, dilute t
quality of its audience in such a way that
advertising tariffs cannot be raised
proportionately, and thus lose money becau
the cost of reproducing advertisements for tt
extra readership outweighs their contributior
total advertising revenue (The Times in the l¢
1960s is a classic example).

This is a crucial element in understanding tr
role of advertising in the media. It operates ¢
differentially distributed subsidy or
patronage, distributed according to the ‘que
of the audience.

What counts as a quality? Firstly general
characteristics such as high income/
expenditure, decision making over expendi
within firms, the public sector or the home.
Secondly, a particularly valuable audience
one which cannot be easily reached throug
other media (for example Channel 4 is valu:
to advertisers because it provides a young,
affluent audience which is not otherwise ea:
accessible through TV).

Thirdly, a valuable audience is a highly
targetted one in which the majority are pote
consumers (e.g. a specialist photography
magazine services a market of this kind).

This has two consequences: one is that the
are more magazines and newspapers than
there would otherwise be. In the IPA’s worc
‘helps to provide the funds necessary to
support the editorial staffs and investment
needed to produce an effective and saleab
product of relevance and interest to the bu'
public’.

Secondly, it means that the media are
overwhelmingly skewed towards audience
with high purchasmg and decision-making
power. This is reflected in a newspaper’s
minimum viable circulation. For a newspaj
aimed at high income, powerful groups (st
as The Times and The Guardian) this is ro
a tenth of the level of a newspaper aimed ¢
working class audience (why, e.g. the Dail
Herald was closed down despite having a
circulation double the combined circulatic
The Financial Times, The Times and The
Guardian). Similarly this is reflected in the
number of magazines aimed at young, mi
class women (roughly twice the number a
at the 3 times as many middle aged, worki
class women).

Thus consumers’ purchasing power gene
an indirect subsidy which itself generates
media of information and entertainment fc
those groups. KCKE B
oL Th
% 4%3
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ng Revenue Across the press

National Regional
Newspaper Newspaper
678 921
30.7 33.7
10.6 7.4

from advertising
Regional
Daily
60.8%
and the press

i % most important medium
83 1% of total advertising

F e press, 100, advertising

i@ role; newspapers

2en ; and 3 of their

3 Most are far more

o revenue than

are advertising-

P TS,

#here are many
BS #end to be much
at than the quality
gen two-thirds and
e from advertising
8 for the popular
e proportion of
ﬂ usually depend
e pinpoints a
ple consumer
fagh advertising
Bn's comics and
e relatively little.

dapers

newspapers

ments). For them the
pend largely on the

"0 the proportion of
makers - either on
private or public sector
poase of corporate
influence'.

2per's readership will
2t on classified

daily press this
revenue with a

Trade & Production
Magazines Technical Costs
250 311 216
6.3 21.4 31.7
21 7.3 13.7

Trade, technical,

professional
Local Weekly Jjournals
84.1% 56.6%

significant proportion coming from recruitment
and property; by comparison the popular
dailies receive only 20% from classified.

As aresult the quality press, with a much
smaller readership, takes 46% of national
newspaper advertising.

The national newspaper industry has been in a
long term crisis almost since the advent of
commercial television in the mid 1950s.
Television, the regional press and later radio
have all played a part in threatening national
press advertising revenues. There have been
three main factors:

® Television undermined the advertising base
of a number of predominantly popular papers
aimed at an older working class audience in the
early 1960’s.

® |t subsequently put a long term downward
pressure on press advertising rates particularly
in the popular press so that by 1975 the cost of
advertising for popular Sundays - ie. the cost of
maintaining an advertising department, of
paper and newsprint - was greater than the
revenue it provided.

® The boom in classified advertising throughout
the 1960s and 1970s, associated with
increased job mobility, car ownership, etc,
benefitted the regional press much more than
national papers. Similarly, the shift away from
manufacturers’ consumer advertising towards
more advertising by retailers led to relative
gains for the regional press.

Polarisation

Many of these pressures have had a

particularly heavy impact on the middle market g}
press, which is unable either to meet the needs Es

of the mass display advertisers, or the specific
needs of the upper end of the market. This has &
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resulted in 3 \ong term crcuaion decline of
over 2 million since the mid 19680s (1o about 4
million Now), at a iime when he up-market
press has increased its circulation by some
130,000 and the down market press by 1.76
million. During the same period the middle
market's Sunday readership has fallen by
nearly 2.5 million.

Polarisation of the press is reflected in the
different strategies being adopted by the two
ends of the market. Within the popular press
there have been extremely aggressive
circulation wars to boost cover price revenues
and advertising rates, which are more closely
related to the quantity rather than ‘quality’ of the
readership. Secondly, in order to sustain high
circulations popular newspapers have become
increasingly oriented towards gambling and
competitions, playing a role not unlike that of a
national lottery. These play an important,
though probably short-term, role in the
marketing of the newspaper.

For the quality press competition has taken
another form. Firstly, there has been
competition over cover price. The Times in
particular has been heavily subsidised out of
the profits generated by The Sun. Secondly
there has been a general proliferation of
advertising related editorial, for example
features on business in the Philippines, or the
future of Peterborough. These are designed to
attract new advertising, usually from business.

Similarly there has been an increase in the
amount of regular editorial which generates
special advertising, for example travel and
business supplements which are usually read
by a small minority of readers.

Table 6. Total national newspaper advertising
expenditure by type of publication: (1984)

£m Total
Daily 399
Sunday 279
Supplement 115
Popular 351
Quality 327
Total 678

Lastly, the use of Sunday colour supplements
to generate either special advertising around
particular consumer features, or general
advertising revenue has increased. Two new
supplements have been brought out recently -
Sunday to encourage Sun readers to read the
News of the World, and the Mail on Sunday
magazine You - which helped increase
advertising in colour supplemenis by 29%
between 1981 and 1982.

|

Both classified and display advertising nave
risen by over 50% since 1980; classified has
been pulled up from a recession induced

frough, with most of the gains coming from
property and cars and more recently
recruitment which remains the \argest single
category of classified advertising having
previously fallen by 24.7% between 1980 ai
1982. Recruitment is the most volatile elem:
in classified advertising. For example a rise
91% in 1972/73 was followed by a fall of 4C
two years later. Display advertising in the
national press on the other hand has contir
to grow throughout the recession.

During the 1960s and 1970s the regional p
improved its position relative to the nationa
press, boosted by growing classified
advertising revenues and display advertisir
associated with the spread of retail chains.
the last few years, however, it has had to fa
threats, first from commercial local radio, a
secondly, and more importantly, from free
newspapers.

In 1984 Regional Advertising was distribut
follows:

Table 7. Regional Newspaper Advertising b
of publication (£€m)

Daily = Weekly Free Sheets T
1970 90 51
1972 119 64
1980 378 178 84 I
1981 393 187 104 |
1982 405 196 136
1983 430 207 180
1984 474 223 224
Percentage of Total

Free

Daily ~ Weekly = Sheets T
1970 62.9 35.7 1.4
1972 63.3 34.0 2:7
1974 62.4 314 6.2
1976 61.6 31.4 6.9
1978 61.7 311 7:2
1980 59.1 27.8 13.1
1981 57.5 273 15.2
1982 55.0 26.6 18.5
1983 52.6 25.3 22.0
1984 51.5 24.2 24.3

%\,ACK & ETH/V
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g revenue. There are
in Britain with a

o 24 million. They tend to
0 cities and large towns.
Br success has been in
ariising, rather than

s most of a paid-for

2. Much of this has

g local financial

% lower rates and wider
60% of a

es from display

40% of advertising
In this they have
of being primarily
P or commercial areas

ey,

&9

130 Timothy Cox of the advertising
@se. Massimi and Pollitt:

= freesheets started we only used to
; for our local press schedule if
papers fell down in some

Br we have gone to
S principle they

pis we would wish of a

goverage,

3 cheaper rates.’

or two ago that
displace paid-for
d. Papers with
strong editorial staff
#=n 2 role for

paid for newspapers
f=w percentage points -
I8 10 54.1% in 1982/83.

B @oubt about the reliability
B fwhich have to be

r paid for papers -

00 though an auditing system
B established. Freesheets are
e 1o market shifts without

2r price cushion.

. LR

*

=sheets on paid-for papers
ated; a large number of them
=0 Dy paid-for newspaper

=stminster Press for example

30 to the Newspaper Society
arests, including at (east 32
) freesheets. [n some areas
wsed by existing local papers to
from freesheets as in the

3 established) Croydon

2 is an especially suitable

lower media density and
sels than the rest of the

i i the outer London

sesheets are

==ts with a combined circulation

: 260 freesheets are in fact owned by

® The net coverage of paid-for local
newspapers (including The Standard) in
London is only about 65% compared with a
national average of 80%.

® | ondon’s share of overall regional advertising
expenditure has been gradually falling
particularly because of the failure of the
evening papers to maintain their circulation.

® | ocal identity, the raison d'etre for a local
paid-for newspaper, is particularly low in
London which has a high proportion of
‘immigrants’ from the rest of Britain and abroad.
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The recent demise of the North London Herald
Series, blamed by the editor on ‘unsolicited free
ASQOSANET SHONS N HAV 0L NENTVAVEIS
remain vulnerable. The employment
implications of freesheets’ success are not
clear, most operate with very few staff, perhaps
one or two on editorial work and another 4 or 5
on advertising. As they develop they tend to
increase the editorial content of the paper to
establish a readership and prevent market
entry for other freesheets. However, even if they
don't actually displace paid-for papers they
already threaten the position of journalists; one
of their effects has been to significantly
increase paid-for papers' advertising/editorial
ratio.

Table 8. In the regional press: % real changes in
advertising revenue

Daily = Weekly Frees Total

205.0
18.5

33.7
7.4

-8.5
-2.6

9.6
-5.0

1984/1970
1984/1980

Evening/Daily papers

In 1950 London had 3 evening newspapers
with a combined circulation of 3.8 million. Now
it has only one with a circulation of little over
500,000. Among the factors behind this were:
the heavy fall in public transport commuting,
London'’s falling population, the growing cost of
distribution to outlying areas and drops in
duplicate buying as papers become longer (as
recently as 1979 27% of Evening Standard
readers afso read the Everiing News). Also, the
relative demise of central London’s department
stores has had an impact.

A daily newspaper in London faces some of the
same problems as local papers, especially the
relative absence of a local, London, identity.
For this reason The Standard in many ways
plays a role not dissimilar to a national

\ACK & ET,
newspaper. It is still the case, however, that % H’V

London provides a very good advertising 4\‘ 44)/\
market, particularly for things like X L e
entertainment: S >
& 3
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newspapers compared to other newspapers in
1979 shows this clearly:

Table 9. % Comparisons

London Pop. Quality Reg.
Evening Daily Daily Daily

% Revenue source:

Cover price 31% 73 41 35
display 31% 22:1 35 28
classified total 38 5 24 27

Although these figures come from a time when
both newspapers were losing large sums of
money and keeping cover prices down, they
show that London'’s evening papers were
significantly more advertising dependent than
either regional or national dailies.

A recent attempt to establish a London-wide
free newspaper by ex-employees of the
Evening News failed to attract sufficient
advertising revenue, and without a large capital
base the project folded after a few issues.
However, the continuing decline in London’s
share of total regional advertising expenditure
without any corresponding decline in London’s
attractiveness to advertisers suggests that it is
perhaps a case of the cultural form of the city
wide evening paper being inappropriate rather
than a change in the market. The success of
freesheets and of papers aimed at communities
of interest, whether City Limits and Time Out or
Boardroom, London or Australian Weekly
would tend to confirm this view.

For the advertiser magazines offer the
possibility of very precise targetting of
audiences by comparison with the blunter
instruments of TV and national newspapers.
However over the last 20 years there has been
a gradual decline in the share of total
advertising revenue taken by magazines, both
general and trade and technical. Also within
magazines as a whole there has been a shift
away from general magazines towards more
directly targetted ones.

In 1955 general magazines took 18% of total
advertising, and trade and technical took 15%:;
in 1980 both were down to 8%.

The introduction of commercial television
clearly had a direct impact on general
magazines particularly ones with large working
class readerships. Since then there has been a
shift both towards more specialisation and
towards greater provision for certain key
markets.

According to the Royal Commission on the
Press, between 1965 and 1975 only 7 new
magazines were created for the general
women’s market compared 10 34 new

consumer magazines aimed at speciz
women’s markets. 29% of advertising &
women’s magazines goes on toiletries.
pharmaceuticals, etc, many of which 2k
the highest advertising/sales ratios of 2
products.

Revenue of this sort is closely correlate o]
expenditure levels of the readership. Ace
to Michael Bird, then Marketing Director:
National Magazines Company, the coms
between the advertising revenue of the §
biggest women'’s weeklies and the size ¢

ABC1 readership was 0.997 compared

correlation of circulation and advertising
revenue of only 0.782. This bears out S
claim that ‘pushing circulations to ruinows
heights can be counter productive if aud
profile is diluted’. This is why middle clas
magazines like Harpers and Queen,
Cosmopolitan, Honey and 19 have much
higher advertising revenues per copy tha
working class equivalents like Women's
Weekly, True or Loving.

The development of increasing specialis
and targetting within the magazine secios
closely tied to the development of ever
sophisticated means of market research
can more accurately locate the needed &
audience and thus ensure that advertisin
expenditure goes on reaching potential
consumers.

The ‘pull’ of higher income groups is
accentuated within the magazines
other reasons. One is that these markets:
be less easily located through commercs
television and radio. The second is that
tend to provide a ‘better’ (from the advers
point of view) physical (glossy, colour e
editorial context in which to place
advertisements.

A recent magazine launch illustrates se
these points. Options was brought out in
by IPC and was designed to fit into the
and Home sector of women's magazine
alongside Good Housekeeping, Woman 2
Home, etc, a sector which has enjoyed
sales over the last ten years. Options tz >
would be ABC women between 25 and «

were defined in the following terms:

‘She is an entirely new breed of consu
sees herself as the kind of woman who s
have a calculator in her handbag, a :
her car, a note recorder in her office.
generation for whom video and telecom
made . .. and will take advantage of every
technological advantage to make work m
efficient and play more fun . . . for more
freezers, dishwashers and microwave ovens
are not luxuries but essenti IEK'&'

The process by whigh'IPC designs the 4'9,\

magazine is clearly revefied. first =
consideration is given t odities
which a group ofwomen mjght buy, and thusZ
i S n n,i m
potential advertmnwgﬁgnl er Lso % dost
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casting agreement unlike for example, work in
photographic agencies where most models are
non-unionised. Film directors, technicians and
casting directors are organised by the ACTT.
Here again work is casualised and advertising
work forms only a small proportion of most
people’s working time. The number of people
involved is therefore much higher than the
number of ‘real’ jobs involved.

While the cost of buying TV airtime has
increased dramatically (by about 67% in real
term since 1970) the cost of producing TV
commercials has increased even faster (by
87.5% in real terms over the same period, with
a 25% increase over the last two years). This is
in part a function of television advertising which
is characterised by fixed supply and changing
demand. For example when advertising
expenditure fell in the aftermath of the 1973 ail
crisis television rates had to fall much more
dramatically than rates in the press which can
control the level of supply.
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When demand is buoyant rates and production
costs can increase fairly dramatically.

In 1984 £160m was spent on making television
advertisements. Since the IBA has to vet all
advertisements prior to transmission one can
get an idea of how many are produced (some,
though very few, will never reach the IBA if they
are unsatisfactory from the point of view of the
advertiser). In 1982/3 6,670 films and videos
were viewed by the IBA which suggests an
average cost of about £14,000 per
advertisement. However an average
advertisement is not necessarily a typical
advertisement, since the average takes account
of very short ‘billboard’ advertisements. A
recent estimate for two 30 second
advertisements for Flora Margarine of £120,000
gives a better indication of what a typical
advertisement costs.

On the face of it the nature of this sector and its
competitiveness should make it possible for
agencies to ensure that production costs
remain low. In practice so long as advertisers
are willing to pay more production costs
continue to rise.

New channels

1984 was another boom year for television
though towards the end of the year revenues
began to fall off seriously. Both TVAM and
Channel 4 have now established themselves as
advertising media after initial problems. Both
Channels were themselves advertised heavily,
SsSsaSaiouEnaese eeitelessaansSasde
IR TIENTE D TN TTnoiy 'a\h\'em\:‘es
accurately, low enough rates to atiract new e%
advertisers to television and the chance to \«
reach an age group which watches re\anve\y &
little television; TV-AM because it offered sam
day advertising. Because products advertls%d
in the morning could be purchased the same
WL s nsiitd nneincnsssle e,

S
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channel would have a greater impact than use
of evening slots.

Channel 4 was originally designed to aim at
people aged between 16 and 30, and o
provide varied programming with particular
emphasis on education and the needs of ethnic
minorities. Its revenue comes from an annual
levy on ITV companies (with related changes in
the Exchequer levy) which sell the channel's
airtime in their franchise areas. The channel's
success in attracting a young affluent audience
and the fact that the IBA/Equity dispute has
ensured that rates remain low means that it as
had some success in bringing new advertisers
to television, particularly in sectors like leisure
goods. London has tended to do better than
other regions from Channel 4 partly because it
has a large, young, affluent population and
partly because it has had 97% of the potential
audience reached from the start, compared to a
national average of 87% reach. The channel's
London rates are a lower percentage of ITV
London rates than in other regions
encouraging some local advertising which
could not afford the ITV rates (about 13-15% of
total). The long term advertising profile of the
Channel is not clear yet.

In its first year the channel generated
something between £35 and £60m worth of
advertising revenue compared to its claim for
£140m for 1984 from the ITV companies.
Pressures on the channel to provide audiences
which are more marketable are therefore likely
to increase.

So far Channel 4 has not succeeded as a
genuine targetting medium. Among the reasons
for this are the ‘non selectivity’ of television
audiences (particularly from the marketers
point of view!), the problem of locating
programme formats which can deliver the
correct target audience, and the relative
freedom from commercial pressures which the
channel's form of finance (by comparison with
TV-AM) has permitted up to now.

Howver as a relatively cheap mass medium
which can reach a somewhat more affluent
audience than ITV the channel has had some
success. According to Justin Dukes, Managing
Director of Channel 4, its revenue so far has
been 12.2% of net television advertising
revenue with only about 10% of the commercial
audience. These figures must, however, be
treated with caution.

Television as an advertising medium

Advertising can play a very precise role in
determining the structure of the press, which
can often sell precisely targetted audiences to
advertisers. ITV on the other hand has found it
very difficult to target different social groups
largely because viewing is very unselective; in
other words many people will waich whatever is

on. An advertiser hoping to target a precise
group would therefore have to pay to reach
millions of viewers who are not potential
consumers. This has meant that television has,
up to now, been exploited primarily as a mass
medium with a straightforward pressure to
maximise audiences rather than trying to
improve the advertising ‘quality’ of the
audience. The requirement to maximise
audiences in this way has also tended to
discourage innovative programme formats
which are bound, at least initially, to have
smaller audiences than tried and tested
programme formulae. The IBA's requirement
that programming should be diverse is largely
met outside peak hours.

Apart from inspiring risk aversion and audience
maximisation in programming executives
advertising has a third impact on programme
contents. This is the indirect influence of
advertisers’ desire for a suitable editorial
environment, in other words programming
which does not undermine the impact of
advertising, or more positively, programming
which espouses the same value of life styles as
the advertisements. These two elements were
summed up by Simon Broadbent, the Vice
Chairman of a leading agency, who said that
‘the spot is the packaging; the product inside
the package is the audience’. Hence the need
for programming which is popular, reliable, and
not hostile to advertising values.

In this context Channel 4 can be seen as first
step towards changing television’s nature; it is
argued that as choice expands so viewing will
become more selective and particular
audiences can be delivered to advertisers.

Although ITV is primarily a mass medium it can
be used as a targetting instrument. News at
Ten, for example has been used by advertisers
seeking to reach company directors on the
grounds that it would reach more of them, with
a greater impact than any other medium.
Similarly, a firm of stockbrokers recently
advertised on TV South; although potential
consumers may have made up as little as
0.01% of the audience the scale of business
they would bring made this advertising
worthwhile. These are examples of the
distorting effectincome and wealth inequalities
can have within a genuine mass medium.

Economic effect of commercial television
on the media

Within a few years of its introduction
commercial television had a major impact on
existing media, firstly on photo journalism [

which it supplanted, and ge@d )&&?mg:l%r;gg {

class newspapers whogse readers were n

available to advertisgys th le |
Sunday Graphic, E&pire e 7% 1
Chronicle, Sunda;éD/spatc an erald‘—S-.!'
were all hit primari throu advertl ing =1
revenue rather than ¢ fex London
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§sion’'s second impact came on the rates
d charge for advertising.

2 Royal Commission on the

2 proportion of advertising
popular dailies rose from 60%

D 100% in 1975. For the popular
prresponding figure was 115% in
ords these newspapers were

money by taking

g of advertising rates in

In the White paper published in May 1983 the
Governmentannouncea taraavertasiig orn
cable in Britain would largely follow the pattern
set by ITV with the addition of a possible
advertising channel; a maximum of six
minutes/hour of spot advertising and the same
controls over content as with ITV. In addition
sponsorship of progrmmes would be allowed
as would provision of an ‘advertising channel'.
According to Saatchi and Saatchi the White
Paper offers advertisers and agencies ‘the best
of several worlds'. However other agencies —

e 1o a similar situation in believe that cable’s value to advertisers will be PAGE 85
general press rates have limited whatever provisions are made by the
sidly since 1975, partly Government. Your)g and Bublcam for example
fsion’s fixed supply. argue that cable will have little to offer unless
provision is made for advertising to appear in
B et o the press can pay cable programming, mainly film channels.
2 that in 1979 expenditure on
ang was twice as great as the
2y advertising (televisiondoes  Cable and display advertising
Bassified advertising) since
QR =ion advertising So far there has been a tendency to see cable
as a medium which will break open ITV’s
. television advertising monopoly, which will
e medium, crea‘ted i compete for mass display advertising on e.g.
e as well as pulling it film channels, and which will also be able to
gacka. accurately target audiences. London Weekend
| Television argued that cable would have a very
#=evision’s main impact directimpact on ITV advertising rates and
anal daily and Sunday revenue; a 13% reduction in audience would
& Decause of television'’s lead to a 23% loss of revenue. Other ITV
mass medium. In the companies see cable more as a market for their
B he development of own programming. Advertising agencies on the
&) 2s ‘narrow casting’ other hand have yet to be convinced how
pportionately greater useful a medium it will prove.
ss than ITV did to the
By are considerably How much cable will threaten ITV display
slising revenue. Thisis  5qyertising must be seriously in doubt:
of the new channel; the
swsion's cultural forms ,
er 2 “quality press” ® |t will depend to a large extent on whether
cable achieves sufficient coverage.
® |n the USA where cable has achieved
coverage of over 40% advertising constitutes
" less than 5% of cable operators revenue, about
: around the $190M in total. A large proportion of this is
cable, taken by Ted Turner's WTBS which effectively
. operates like a network television station.
® The most successful cable channels in the
. : USA are the film channels like Time’'s Home
; iﬁ:‘?‘gifsmg, Box Office which carry no advertising.
}2 e television set is likely
possibilities for e Cable’s ability to target audiences accurately
@ advertisers welcome will mean new markets being brought into
Decause they weaken television advertising; this will tend to threaten
media; for the parts of the press, in particular quality dailies,
& more ambiguous consumer magazines etc. rather than ITV’s
B of media (and more display advertising.
B THERN NRITHOKS QR e
gevoted to buying media In general the importance of economies of %Q,QLA EThy,
s market campaign, and that scale to television economics will counteract O 4,9/\

cables potential tar audience fragrnentationg )
cable can develop mass audiences, and c;é’n
guarantee that, e.g. a film channel with £ e i

advertising is much cheaper than one witflout, it
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could in the long run develop as a mass display
advertising medium.

Cable and classified advertising

One role which cable could play is thatof a
classified advertising medium. In 1984
classified advertising revenue in the UK totalled
£963m and played a major role in the
phenomenal success of free newspapers and
local directories. In many respects cable in
parallel with a viewdata system could be a
much more suitable medium for carrying large
bodies of information of this kind. Advertisers
could much more easily update
advertisements, responses could be precisely
monitored (indeed viewdata systems make it
possible to monitor exactly how many people
look at an advertisement and for how long).
Prestel already plays this role to a certain extent
with a limited amount of advertising while in
France standard telephone directory services
are already offered by the PTT over the
telephone network.

Cable’s success in this field will depend both
on its coverage and on behavioural shifts in
how people choose to look for information. In
the long run an information technology literate
population would be likely to prefer the instant
retrieval which cable could offer. In this way
cable would also exploit the fact that it is a local
medium.

If cable could be successful in this way it would
pose a direct threat first to local directories,
secondly to local paid-for newapapers (which
depend for 60% of their advertising revenue on
classified) and thirdly on freesheets (which
depend for 40% of their revenue on classified).
A number of local newspaper groups, such as
Eastern Counties, have already moved into this
area, firstly to counter its potential threat and
secondly to fully exploit its possibilities.

ITV's Oracle already performs some viewdata
advertising functions, taking full page
advertisements, ‘factionals’ which take up to
15% of any editorial page and slogans along
the bottom of pages. With 1.5 million users
already Oracle could well develop as a major
advertising medium.

The failure of cable to take off in 1984 and 1985
means that its impact has, at the very least,
been delayed. At the moment the advertising
industry is more interested in the potential of
transnational satellite broadcasting.

Market Research

The development of cable as a more effective
display targetting medium will have serious
implications for market research. A more
fragmented media will require that market
research concepts are redefined, that the body
of relevant information for researchers will be
much greater, and that it will be much more

difficult to establish the relative effectiveness
different elements in a multimedia campaigr
The importance of media buying expertise w
increase as more media need to be used to
achieve a high level of market impact.

On the other hand cable offers the possibilit:
greatly enhanced market research through
mechanisms like behavioural monitoring —ti
ability to monitor exactly which programmes
are watched, and with an advertising or horr
shopping channel which goods are bought.
when. This is one of the reasons why AGB,
Britain’s largest market research company &
Saatchi and Saatchi have both involved
themselves in applications for cable franchi:
in Britain.

Cultural forms for cable

In the long run cable is likely to herald the
deconstruction of certain existing cultural fc
one which has already been mentioned is ti
local directory. Others would include spec
magazines; cable could permit a pervasive
commaodification of information — the const
being able to decide which information is
required and paid for and which is not. This
cause severe problems advertisers since tr
consumer will probably only pay for the mc
purely informational advertising.

This is one aspect of the way current
advertising takes advantage of cultural forn
which deliver a ‘captive audience’. Interacti
mechanisms which increase the user’s cor
over the commodity (e.g. video compared
television) tend to weaken the position of tf
advertiser: the video watcher puts on fast
forward when the advertisements come ug
similarly the electronic newspaper or mags
user is unlikely to choose advertising mate
given the choice between that and editoria
matter.

The implication of this analysis is that cable
will largely develop as an informational
advertising medium, initially through class
advertising and subsequently through diffe
forms, rather than as a display medium.

As a display medium it will probably only k
successful if it can deliver mass audiences

Video

Britain has the highest penetration of videc
recorders in the world with 34% of househ
owning one in the summer of 1985.

So far video has often played the role of a1
anti-advertising me red tore
audiences for ID?’ and when it V\/ sed f

time swnchlr@w dt p'gyer
advemsmgpreakﬁv Ehe 2
advertisingsindust slow@i
wide rangg of advertisfhg firiked uses foEv
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320s have been modelled on cinema
on: the film video rented from the

5o can therefore be used to include

s of future releases, followed by a series
sements followed by the main feature.

video has been used extensively as
of sale advertising technigue

strating product uses, etc. Similarly

= have been used as a sales medium in

s places; in particular video advertising
=nted in post offices to entertain

na queues. Other public places, such as
aft. pubs and clubs offer the possibility of
smtising around a feature or set of features;
= first case it will often deliver a highly
gctive audience.

general spot advertising is unsuitable for
= video use because it needs to be
dated in line with new campaigns.

yother forms which video advertising has
are: sale of videos showing short extracts

5 2 large number of films for little more than

~ost of a blank tape, and secondly the

guction of sponsored videos such as

@iaree Petfoods’ ‘All you need to know about
s and Courvoisier’s golfing instruction tape

os from the Masters’.

mally, pop videos have been used as a cross
sen programming and marketing; the
1=0s can be supplied free to a cable station
as the highly successful MTV in the US).
return the group is given ‘free’ promotion

= each time the video is played.

atellite

Whereas cable offers the possibility of a local
TV service, in the medium term large
advertisers will probably find more
opportunities in the use of satellite
broadcasting, an international medium, which
can be beamed either directly to ariels attached
1o the home or through cable networks. Britain's
first direct broadcasting by satellite channels
are scheduled to begin transmission in 1987.

Rupert Murdoch’s Sky channel already has
over 7 million viewers across Europe (though
only about 100,000 in the UK), mostly reached
via cable systems. Within the next two years
new channels such as the ITV/BBC
Superchannel, and the channel Robert
Maxwell is setting up with the help of the French
Government will be joining existing services
such as Screensport Music Box and the
Lifestyle Channel. Most of these are set to be
based in the UK, taking advantage of the
widespread knowledge of English throughout
Western Europe. With rapid technological
advance bringing down the cost of satellite
receivers DBS, and with it transnational
advertising and sponsorship, l0oks set to grow
rapidly.

As a medium satellite broadcasting is ideally
suited to the development of pan-regional
branding, and multinational advertising
campaigns discussed above. In the near future,
before it can achieve fully multinational mass
advertising, its most lucrative possibilities might
well be the targetting of international, culturally
homogenous elites rather than mass markets.
One example of this is the planned European
wide ‘culture’ channel, Satellite TV, with its
emphasis on the top end of the tourism market
is clearly aiming in a similar direction. Another
is the French Government's attempt via TVS to
create a French cultural channel for satellite
broadcasting to France, Switzerland and
Belgium.

Satellite broadcasting will also play a wider
commercialising role. In this respect Britain is
being used as a base from which to change
Europe's existing public service broadcasting.
Already Swedish business has called for
advertising to be introduced on Swedish
television so that domestic business can
compete effectively with multinationals
advertising by satellite.

Access to markets where broadcast advertising
time is strictly controlled is only one of the
advantages commercial satellite broadcasting
can offer. In addition it means that advertising
economies of scale can be exploited; in view of
the cost of television commercial production
these could be considerable. Thirdly, it means
that local rules about advertising content can
be circumvented because advertisements only
need to be cleared in the country of
transmission.

London is likely to be a centre for these
developments. It is the base for Satelite TV
Britain’s government is likely to be more hostile
to regulation than any other in Europe; British
programming already has an audience in
Europe (e.g. on Dutch cable TV); finally Britain
has a strong indigenous advertising industry
which is keen to exploit its reputation as a
creative powerhouse.

Minor Media

As has been shown advertising plays different
roles for different media. Its role is central in the
press and television, whereas for other media
such as book publishing and records it plays
an almost insignificant role, apart from cross
advertising of the same product between
different media (the book of the film etc.). From
the point of view of advertisers the following are
significant, but minor media.

Local Radio

A legal, domestic network of independent
commercial local radio began in 1973 with the
launch of Capital Radio and LBC in Londong&

There are now 42 in operation with another £5-
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20 planned. (There were 43 until the recent
demise of Centre Radio in Leicester). These
are permitted up to 9 minutes/hour of
advertising and have achieved a steady rise in
advertising income, from £2m in 1873 to £86m
in 1984, from 0.2% to 2.1% of the total. London
is the only area to have two franchise holders
with LBC oriented towards news and
information and Capital oriented towards light
entertainment.

Local radio has slowly come to be accepted by
advertisers, local and national, as an effective
medium though one-third of all stations made
losses in 1982. Capital however, has
consistently made profits (about £1.6m in 1982,
somewhat down on previous years) and has
taken over a quarter of total ILR advertising
revenue. It is the only station with its own sales
force - the rest are organised through the
Association of Independent Radio Contractors
—and invests heavily on promoting radio as an
advertising medium. One of its selling lines is to
sell advertising space according to targets
within the audience - in other words £x per
thousand women ABs etc.

At the moment the industry is stagnant;
although revenue grew rapidly in 1983 much of
this was caused by new stations coming on the
air. Also competition from Channel 4, the TV-
Am and the pirate stations has forced many
stations to cut advertising rates. What increases
there have been have generally come from
national advertisers who only use the well
established stations. As a result of this Capital's
revenue substantially rose in 1983 despite
static and falling audience levels.

Both LBC and Capital are regularly accused of
going beyond I1BA’s limits on advertising,
particularly for advertising the stations own
products. The only control which the IBA can
exercise over this is the ultimate sanction of
removing the franchise.

Capital employs 148 people, a number of
which are now threatened as a result of
Capital’'s declining profitability, and LBC
including Independent Radio News, employs
another 161.

Outdoor advertising

Outdoor advertising and posters on public
transport make up about 3.7% of total
advertising expenditure. There are about
94,000 billboards in Britain, of which 30% are
to be found in the GLC area. As a sector
outdoor advertising has been in decline over
the last few years, with a revenue drop of 5.1%
in real terms since 1980. It is a very complex
sector with large numbers of contractors which
results in it being very difficult for agencies to
use it efficiently as a medium.

In the mid-70s, to surmount this problem, ten of
the leading contractors formed British Posters
as a marketing cartel, and by 1980 they had

achieved a turnover of £13.5m (net of agency
commissions) and direct or indirect control of §
of Britain's panels. This brought them to the
attention of the Monopolies Commission which
decided that British Posters should be
disbanded in early 1982. Since then a looser
grouping of contractors, the Poster Sales
Consortium has been formed. Advertisers tend
to use posters as a back up to campaigns in
other media, especially television, taking
advantage of the fact that it can be used in
different ways in different regions.

Transport posters

Transport advertising has remained at the same
level (in real terms) over the last few years. In
London the great majority is on London
Transport, on buses, trains underground
stations. Altogether London Transport manage
120,000 different poster boards bringing in an
annual revenue of £9.3m in 1982, this has to be
set against related expenditure - primarily
labour costs - of £4.02m. Advertising on
London’s bus shelters is run by a private
company, Adshel.

Local directories and yellow pages

Local directories, issued as supplements to the
local telephone directories, are developing
extremely rapidly as a major advertising
medium. Expenditure on them has increased
from about £15m in 1972 to £182m in 1984. At
about 4% of total advertising expenditure this
means that directories generate nearly twice as
much advertising expenditure as commercial
radio and nearly 7 times as much as the
cinema.

In 1982 directories’ revenue consisted of £35m
from display advertising and £89m from
classified. Their extremely rapid development,
overshadowed only by the even more rapid
development of free newspapers points to the
continuing importance of this more mundane
side of advertising; it also suggests that the new
technologies which are developing around the
television screen may find more lucrative
possibilities in advertising of this kind rather
than high profile television display advertising.

Cinema

About £16m was spent on advertising in the
cinema in 1984, about 0.4% of total advertising
expenditure, reflecting cinema’s continuing
decline both as an entertainment medium and
as an advertising medium.

In London, the current average is about 8
minutes of national advertising, and about 2
minutes of local advertjgimg/ofigianjs tends
to be less in the We%@ d. Most nation
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sorship

years sponsorship of the arts and

as become more and more popular as

ae marketing mechanism.

0 is neither patronage nor

2. itis a business arrangement

oy a cultural activity is supported in

ge for favourable publicity rather than

ect purchase of media time. In fact media

2 is usually a crucial element in

ip deals; nevertheless it plays a

what different role to advertising.

2ing fo Alastair Sedgewick, the creator of
=tte Cup, itis ‘a very valuable tiller of the

ich to plant one’s advertising seeds’.

the general aim of corporate
2 number of incentives are involved:

= are the two poles of companies

=r wish to accentuate a real quality of
pduct (e.g. cars, milk etc) or those which
5> counteract an unhealthy image

Ecco, oil companies). Secondly there are
which see sponsorship as an effective

y of countering actual or potential political

s or the prospect of taxes on windfall

28ts - this motive has often been important

¢ banks and oil companies. Thirdly there are
se which seek a higher profile or to

anise an image (the recent involvement of
=d Technologies in the Sculpture

ion is an example of this).

‘Sport generates considerably more
‘sponsorship than the arts though it is growing
more slowly. The most heavily sponsored sport
remains motor racing where the distinction
between sponsorship and advertising is most
blurred. Most sports’ sponsors have no clear
link with the sport involved. Leading sports’
sponsors include: Cornhill Insurance, Imperial
Group (including Players), Gallaher (including
Benson and Hedges), British American
Tobacco, Sun Alliance, Canon and the Milk
Marketing Board.

Sports’ sponsorship has tended to be geared
towards the top professional organisations (and
since a recent change, in IAAA rules
sponsorship of top professional individuals) on
international and national events with an
emphasis on television exposure. The sort of
exposure which successful sports’ sponsorship
can provide can be seen in the estimate
Cornhill Insurance made when assessing their
cricket sponsorship in 1981; 166 hours of
television exposure, 7,459 billboard sightings
of their name, 234 verbal references and by TV
sports commentators and 1,784 references on
the radio.

Estimates of the total level of sports’
sponsorship vary widely. A typical estimate,
made by the Economist Intelligence Unitin
1980, was £46m.

In the arts, sponsorship has been rising more
-apidly to fill the gaps left by contracting public

finance. According to the Association for
Business Sponsorship of the Arts this has risen
from £600,000 in 1976 to £13.5m in 1982. Total
known arts’ sponsorship in London was
£2,821,000 but there is every reason to
suppose that the actual figure is much higher.
Unlike sports’ sponsorship which tends to be
aimed at a wide, particularly young audience,
arts’ sponsors are often aiming at a fairly
narrow, South Eastern elite.

Among the leading arts’ sponsors are: British
American Tobacco, (e.g. £600,000 to help
launch the Du Maurier cigarette), Gulf Qil,
Imperial Tobacco, Mobil Oil, Shell Oil and
Amoco Oil. The participation of so many oil
interests is a direct result of the windfall profits
many made during 1979/81 and their concern
to persuade decision makers that these profits
were playing a constructive, socially
responsible role.

The Government has made a number of
attempts to encourage sponsorship, for
example by making it easier for companies to
make tax deductable covenanted payments.
The appointment of Luke Rittner, former
secretary of the Association for Business
Sponsorship of the Arts, to run the Arts Council
is another indication. However the Government
is only successful in this respect to the extent
that companies can be persuaded as to the
marketing worth of a sponsorship exercise.
Norman St John Stevas discovered this when,
as Arts Minister, he failed to persuade the
clearing banks to endow a ‘Clearing Banks
Foundation for the Arts’ with £500 million.

For companies, sponsorship is generally used
to soften up a market. Clearly visible failure is
counter-productive; companies therefore have
a tendency to discourage cultural experiments.
Sponsorship rarely takes a large proportion of a
company’s advertising budget: 3-5% would be
typical proportions.

How is advertising
controlled?

Advertising in Britain is regulated at several
levels. First, it must obey the general laws of the
land relating to commerce and trade: among
those are the Obscene Publications Acts which
prohibit morally offensive publicity, the 1968
Medicine Act which controls misleading
advertisements for medicines, the 1961
Consumer Protection Act and the Trades
Description Act (1968) which laid down that
any publicity claiming to be an objective
description of a good or service would be liable
to prosecution if the facts could be shown to be

false. Also the 1975 Sex Discrimination Act ang

the 1976 Race Relations Act banned

advertisements which discriminate on grounds |

of sex or race.

Finally, the Fair Trading Act of 1973 set up -?
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Office of Fair Trading which has kept a close
watch on adveriising and called for stronger
legal sanctions in a report published in 1978; it
was also behind the end of he fixed
commission system for agencies (see above).

As well as these general legal curbs, the
Independent Broadcasting Authority is invested
with a powerful array of tools to control
advertising on television and radio. It has the
power to determine how much advertising there
is — this has been set at 6 minutes/hour, with an
absolute maximum of 7 minutes in any clock
hour. It has the power to vet all advertisements
prior to transmission and to exclude any which
it considers to be at all outside the requirement
to be ‘legal, decent, honest and truthful’.

It has banned any advertisements for
cigarettes, betting services, contraceptives,
pregnancy tests, marriage bureaux, among
others, and any advertisement relating to an
industrial dispute or conflict over government
policy.

These are considerable powers: in 1982/83
9,406 scripts for television advertisements were
submitted for clearance of which 18% were
either unacceptable or needed amendment.
6,670 film/videos were viewed of which 172
needed adjustment. By comparison, the IBA
only monitors radio commercials prior to
transmission when they are likely to be used for
national campaigns; in 1981 this involved about
1,000 advertisements.

Fear of statutory powers of this sort prompted
the other media to adopt structures for self
regulation. The Advertising Association
launched the British Code of Advertising
Practice in 1961, and subsequently set up a
standing committee representing advertisers,
agencies and the media. Out of this emerged
the Advertising Standards Authority, an
independent limited company which is
financed by a 0.1% levy on display advertising
expenditure, which publicises the Code of
Practice, the complaints procedure and carries
out some monitoring of advertising content
after publication.

This system of self regulation has often been
criticised for its ineffectiveness; for its failure to
regulate comprehensively, for its slowness and
for the weakness of its sanctions. In
Government these criticisms were forcibly
made by Roy Hattersley in 1978 when he was
Minister for Consumer Protection and
subsequently in a report published by the
Department of Trade in 1980. In place of the
current system there have been a number of
suggestions; firstly the possibility of using legal
injunctions to prevent publication of misleading
adverisemnens in newspapers or on oilboards;
secondly the possibility of establishing a
statutory body to replace the ASA — though this
would still face the logistic problem of
monitoring the huge number of advertisements
which are published each week: and thirdly the
option of using corrective advertisements along

the lines of the right of reply being demand
for misleading editorial content.

The two lobbies which have been most
effective in seeking regulation, the ‘health’
lobby and the ‘sex and violence’ lobby hav
tended to concentrate on banning offensiv
advertisements (although the Health Educ:
Council does spend a hundred million pou
each year on anti-smoking propaganda) rz
than demanding equal access to this publi
cultural space to contest offensive points o
view.

Up to now the ASA has been unwilling to
recognise complaints relating to broader is
of representation, in particular representati
women. As a body funded by the advertisir
industry, though it is technically independe
is perhaps not surprising that its own
(extensive) advertising has not gone beyon
explaining its complaints procedure and th
requirement that advertising should be ‘leg:
decent, honest and truthful'.

Conclusion

The economics of modern advertising

For the modern business organisation
advertising is the unavoidable means throu
which markets can be controlled. In doing t
can:

1. synchronise supply and demand

2. maintain market shares for existing prodt
and develop new markets

3. keep out potential competitors so that ab
average profits can be realised

4. break into other oligopolised or competit
markets

5. Project a corporate image to the public, t
companies’ own employees and decision
makers in government and elsewhere

6. counter the strategies being pursued by
rivals.

Advertising is, therefore, both part of the
everyday life of the modern capitalist enterg
and a crucial element in the strategies it
pursues to maintain or increase profitability
company is already producing for a particu
market the ideal aim of an increase in
advertising expenditure is to increase mark
share so as to create the conditions for
acnieving economi %Qh@&&i \s nrn
enable the coerﬁy either to re

? ice
(and so further¥ic fgp
market) ortoéhjoyE E | profitsz;
Achieving aglrtual d, or fic
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= its spending on
s rate of new product
glerates in many areas, and
pducts gets shorter, the
ghet development and control
pee important. In this context
gase advertising are just part
the modern capitalist
gct the needs and desires of
#ar back into the design and
mecess as is possible, so that
most effectively exploited.
gn argue that advertising benefits
scause it creates the conditions
$hrough economies of scale. To
s is true, however it also
saitions for companies to exploit
et position.
|
modern mass advertising has its
e development of oligopolistic
wrures at the end of the 19th century
=rs began to develop brands for
bution, and, with them, a direct
o 1o the user. Here too the aim of
was to exercise control over a
y#hat greater profits could be
By developing brand loyalties the
wtacturers could raise their prices
om a form of economic rent.

g and Information

3= the development of brands came

pased quality control and a change in

Brmational context in which goods and

g= were bought. Instead of depending on

pertise of the retailer people came

g=naly 1o depend on the guaranteed

y offered by branded goods. By

ing a universal presence for a product

sloping the perception that ‘everybody

gan't be wrong' the manufacturer hopes to
2 that the product’s quality will come to be

=d. By contrast an unbranded or

artised product is likely to be a relative

wn. Buying it brings with it the risk that it

e inferior. Indeed if it is cheaper than the

advertised a good many people will

e that its quality is inferior.

s ncomes increase, and the range of different
ads and services bought by the average
serson widens, information scarcity makes
4t more manifest. Nowadays, despite the
de of consumer magazines, most
consumer markets are relatively information
scarce, and finding more information about
what is available and at what price is costly both
\n time and money. For this reason the best
xnown product or the best known brand is often
" e lower risk product. Here too the major
advertisers can charge a premium for the low
risk associated with their product. Since, as the
largest manufacturers they will often face lower
costs than their smaller competitors, they may
<till be able to offer their products at a lower
price than their competitors as well as making

Exploiting information scarcity does not
necessarily involve providing more ‘consumer
information’ than competitors; all that is
required is a pervasive presence for the brand
name, the logo and control of distribution. This
can be seen in the archetypal modern
advertisement which makes no claims about
the product's qualities of price. Itis simply a
play on images and a play on words and
images which asserts a presence.

There are also, of course, many factors which
can undermine strategies which seek to exploit
information scarcity in this way. One is
information itself, whether it is simply the
widespread knowledge that a product is sub-
standard, or bad publicity about the producers.
The second, more fundamental factor is the
very nature of demand and the impossibility of
either predicting or truly controlling human
tastes and desires.

The impact of rising incomes and increasingly
diverse consumption on information needs and
advertising which can be seen over time also
operates between different classes. This is
perhaps an additional reason for the
disproportionate amount of advertising which is
directed towards high-income groups. There is
a sense in which they are prepared to finance a
relatively greater amount of advertising in order
to establish a basis for making their more
numerous consumption choices.

Branding

In recent years branding has taken three
significant new directions. One is towards
increasingly sophisticated brand differentiation.
By dividing markets they can often be more
effectively controlled; a differentimagery and
packaging can be used for different market
segments and the excitement of a new product
can be exploited without high products
development costs. This highlights the
importance of effective control of distribution in
relation to advertising.

The second new direction has come from the
competition between manufacturing and
retailing brands. By spreading ‘brandedness’
over a wide range of products — which the large
retailers could do because of their oligopolic
control of distribution — marketing resources
could be used more in a more cost-effective
way.

The development of nationwide retail chains
greatly weakened the control of manufacturers
over the distribution of their goods. It was this
which enabled retailers to develop their own
brands, to build up advertising among
manufacturers, and in the end to force more
and more of them to manufacture for the
retailers’ brand under contract.

&

The third and parallel direction has been £
towards multinational branding. Just as irg
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over different products despite the fact that the
individuality of the brand is diluted, so in
multinational branding and advertising the
reduction in costs achieved by using the same
imagery and packaging in different countries
often outweighs the diminished cultural
appropriateness of the brand or advertisement.

Advertising and Identity

Just what information is contained in
advertisements is not as straightforward as it
might seem. Often an advertisement contains
little or no information about the price

or qualities of the good being sold. Although
the contents of advertisements vary
enormously some generalisations can be
made. One is that many advertisements are
surprisingly non-materialist. Instead they try to
associate products with personal attributes like
style and taste or with idealised relationships in
families and heterosexual love. The power of
advertisements lies often not so much in the
way they eulogise visions of material success
as in the way they create the impression that
consumption of a product will lead to simpler,
non-material ends such as happiness and self-
respect.

Advertising is in some ways a reflection of the
importance of consumption in advanced
capitalist countries. One of its roles is to
enhance the consumption of mundane
commodities by building up networks of
association which will be recognised by
everybody.

In this sense advertising plays a role in the
creation of a detailed language of meaning and
social identity. The use value of a particular
piece of furniture, cologne or clothing is then as
much its function as a conveyor of social
identity as, e.g. how comfortable or attractive it
is.

Because advertising operates at this level the
needs and wants which advertising works on
cannot be understood as false. In advanced
capitalist societies learning information about
life-styles and the roles goods play in them is
simply part of everyone’s socialisation.

In shaping identities in this way, however,
advertising works both by including and by
excluding. For example advertising aimed at
high income groups often plays on the
exclusiveness of a product (by e.g. linking it to
the truly exclusive products of precapitalist
production; old masters etc). For the wealthy
advertising operates both to surround goods
with an aura of exclusivity and status and,
because advertising is pervasive, to ensure that
the same associations are experienced by
those who cannot or do not buy them. In this
way ‘fantasy’ connotations become real.

This leads to one of the more striking features
of modern advertising, namely the uneven way
in which it devotes itself to the identities of

different social groups. The identities which
advertisers sustain and reproduce are
extremely limited, reflecting an image ofan
almost exclusively white society which is free of
poverty, in which women's identity needs are
largely satisfied by the role of housewife while
men pursue a wide range of purposeful
activities. In practice, therefore, advertising
works as a means by which cultural resources -
the wit of a copywriter or the artistry of a
designer of film director - are devoted to the
identity needs of different parts of society.

In this respect the uneven spread of advertising
which is caused by unevenly distributed
purchasing power has been exacerbated’'by
the values and prejudices of the advertising
industry. Even within the industry itis notorious
how inefficient and slow it has been at trying to
mobilise Britain's black communities as a
market or at coming to terms with the changing
roles and self-images of women.

Whatever images and identities advertising
works on these will always be placed in a world
of privatised, individual decision making. In this
view it is in consumption rather than work or
creative leisure, and in operating as an
individual or household rather than as part of a
wider community that freedom is experienced.
Advertising's role as ‘consumerist propaganda’
is not so much a result of manipulative design
as a result of the very structure of advertising
which uses public cultural space to
communicate with people solely in their role as
individual, autonomous consumers.

This lopsided view of the world leads to great
difficulties in dealing with the world of work. In
the great majority of advertisements the worlds
of work and consumption are entirely separate,
and work is only portrayed in a spuriously
idealised way or when it is far from the likely
experience of the consumer. The result of this
is to conjure up a world in which commodities
appear as if from the blue.

Advertising and the means of
communication

In the same way advertising’s role in
subsidising different kinds of media is often
discussed as if it appeared out of the blue. In
fact it is a subsidy which is distributed
according to the ‘market-worthiness’ of the
audience the media reaches, a subsidy which
is generated because consumers in those
markets will tend to buy more highly advertised
products. Since the audiences which the media
reach rarely correspond directly to particular
markets which the advertisers want to reach,
advertising distributes subsidy in a very blunt
way. The example of IPC which could ‘geta
marketing idea and slot t@@p@d'@r‘ in’is an
extreme one. Indeedd%f% precisel

Yy
bluntness which isdne gfthe more perrilgjous
aspects of modegh ad b eity,
means in praczge that are 2
subjected to adyertising which hag o
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wance to them or which advertises goods

2h they can't afford. In public mass media

i publicly franchised television and radio,

poards and free distribution newspapers

ups which are valuable to marketers pull

2 fowards their needs and interests.

yes of this are the advertisments directed

businessmen on prime time ITV,

ds standing next to decaying council

== which advertise luxury cruises, or the

nt pressyires on Channel 4 to provide
'n;on finance or aimed at consumer

2s (e.g. on home decoration or

saraphy) rather than minorities or groups

&4 in other ways such as ethnic minorities

transport users.

advertising can escape the problems of
ness’, and can reach the market it wants
»ut having to pay to reach people who are
10 buy what is being sold it has a
effect. This is to amplify and feed on
cultural differences which do correspond
'erent markets. The classic case of this

2 when The Times had to adjust its editorial
ertising image in order to shed new

= who were diluting its appeal to

s way there are pressures on the media,
arly on magazines, to segment

ces according to social class and

3ing patterns. Until now television and

lo have been largely free of these pressures

have had to reach a genuinely mass

=. However one of the possible effects

gable, which has the technological means of

nenting audiences and the other new
2 will be to bring these pressures into
3h broadcasting.

#hould be clear by now that a media based
\@dvertising is likely to be unresponsive to the
ation and entertainment needs of

@ences which cannot be sold to advertisers.
& result those audiences, social classes and
sps will be restricted in their ability to
spagate their own concerns and ideas, to
mmunicate with themselves and to develop

&r own perspectives and priorities. The

pact of advertising will mean that they are
sriminated against with respect to access to
al resources and particularly the cultural
pour market. This is why a wealthy minority
support detailed information and

cussion newspapers like The Times or the
cial Times in a way that would never be
sssible for a similarly sized working class
nority. Even if such a newspaper did exist,
the same circulation and cover price as

By the Financial Times, its revenue would
pbably be less than a third that of its up

ot rival simply because of the different

=5 their readerships would have for
ertisers. As a result it could not support a
narable number or quality of journalists,

out artists, sub-editors and so on.

Alternative futures for advertising

Although many of our media are relatively free
from the impact of advertising (e.g. the BBC is
only affected through its programming rivalry
with ITV, a rivalry which is based on audience
quantity more than ‘quality’) there are strong
forces at work seeking to increase the overall
weight of advertising based media. In Britain
the last ten years have seen the creation of a
commercial radio network of 42 stations, 560
free distribution newspapers, a new
commercial television channel and a new
commercial television station all of which are
almost exclusively financed by advertising (that
they may fail to sell enough advertising space
is, of course, another matter). The advent of
cable and satellite broadcasting will also mean
new outlets for advertisers. During the same
period business sponsorship of the arts has
increased 20-fold. By contrast, public finance
for cultural activities has been cut back in many
areas and the BBC is finding it increasingly
difficult to persuade the Government to
maintain the real value of the license fee.

These trends have profound implications for
what can be called the primary lines of
accountability in the media. Public service
provision, either through grants or some form of
license fee, implies, at least in theory, some
degree of democratic accountability, however
bureaucratised that may be in practice. The
simple sale of a cultural product (for example a
magazine which carries no advertising) brings
with it accountability and responsiveness
through the market; consumers can ‘vote’ albeit
within the clear limitations of ‘consumer
sovereignty’ with their money. With media
which are largely or exclusively financed by
advertising however the first line of
accountability is between the media producer
and the advertiser and the pressure to e.g. sell
as many copies as possible takes second place
to the needs of the advertisers.

The issue is not so much one of direct
manipulation of the media by advertisers
(which is quite rare) as the structural impact of
advertising on societies’ means of
communication.

One of the problems involved in confronting
this issue is that public intervention in the media
and culture more generally has tended to work
to fill particular gaps left by the market, often
with a very paternalistic and elitist bias. As a
result advertisers have been able to argue
reasonably that it is only because the media
depends on advertising that popular tastes are
satisfied. For example there can be no doubt
that it was the introduction of ITV which forced
the BBC to address itself to the needs of more
than one class and more than one region.
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required a major change compared 1o 34%
who thought that major changes were needed
in the Government and significant numbers
who thought that major changes were needed
in the police or the monarchy. One reason for
advertising's popularity is undoubtedly its
wealth and its consequent ability to be
entertaining and imaginative. Another is its role
in socialisation which has been discussed
above.

In the past advertising in the country has been
regulated according to its contents and from a
concern to prevent its more extreme uses of
public space (such as the use of the white cliffs
of Dover as a vast billboard at the beginning of
this century) rather than being based on an
analysis of its economic and cultural effects. In
many European countries a more
interventionist and regulatory approach has
been taken with advertising often being
completely excluded from television and direct
state intervention through e.g. boards to
redistribute press advertising, or through the
use of levies on advertising to subsidise new
publications.

In determining policies around advertising
different aims have to be clearly distinguished:

In the first place there are broad economic
goals. As has been outlined above advertising
as a media subsidy is in part a form of opaque
taxation which large corporations can levy
because of the nature of oligopolistic market
structures and information scarcity in
consumer markets. As such the average
person has little choice but to pay for
advertising by purchasing advertised goods. A
macro economic intervention in advertising
would have as its goal eliminating the economic
rent which can be appropriated by market
leaders. Increasing competition in consumer
markets would shift resources from the profits
of the market leaders back to consumers.

The means for achieving these ends is an
advertising levy. Levies of this sort have been
used in the past in other countries. However
instead of applying a blanket levy (which might
tend to relatively strengthen the position of the
market leaders) a more effective intervention
could be made through applying a levy
progressively, so that the more a company
spends on advertising within a particular
market, the more, both absolutely and
proportionately, the company must pay to the
state in the form of a levy.

It might be argued that such a policy would in
fact be damaging, and that by discouraging
advertising, employment and security in the
advertising industry and the media would be
threatened. However, what evidence there is
about the way advertising decisions are made
suggests that it is very rare for companies to
attempt to accurately weigh up the costs and
revenues which will derive from an advertising
campaign . If decisions are in fact made
according to intuition or guesswork, marginal

changes in the economic parameters of those
decisions are unlikely to have much effect.

One result of such a levy would be to
encourage diversity in production and
consumption. The fact that economies of scale
would be being counteracted and that average
costs might rise would have to be weighed
against the overall shift of resources from
profits to the consumer and the state. In
addition, a step back from the logic of mass
production and mass consumption would tend
to increase employment opportunities since the
biggest economies underlying economies of
scale usually come from cutting labour and
labour costs.

Money raised through a levy of this kind could
then be retained in the sector — as was the case
with the Eady levy in film. Here it could be used
to subsidise newsprint or distribution costs, or
to fund new publications and the parts of the
media such as investigative journalism.

The second level of economic intervention lies
in altering the informational context within
which people buy goods and services.
Examples of this include the legal requirement
to display the contents of a product, and the
production of ‘Which’ style consumers
magazines which are free from the influence of
advertisers. Counter information services of this
kind do of course already exist, including the
publicly funded Health Education Campaign
on smoking which uses the techniques of
advertising to contest the tobacco industries’
advertising, and campaigns like the infamous
anti-smoking group “BUGA-UP” in Australia.
There is considerable scope for extending worl
of this kind in the food and cosmetic industries
among others.

The second area for intervention is in the
means of communication, to counter the
distorting and discriminating effects advertising
has on access to cultural resources. Such an
intervention derives from a recognition that just
as the state assumes a responsibility for
maintaining the conditions for economic
activity so too it has a responsibility to maintain
the conditions for open democratic activity.
One effect of having an advertising based
media is that access to means of
communication is very unevenly distributed. Ti
confront this problem means intervening in the
media rather than in advertising as such by
changing the conditions under which deprivec
groups enter the communications market.
Examples of this would include: legally
guaranteeing distribution for newspapers and
magazines (as is the case in France), or
providing capital and expertise on favourable
terms to groups which don't@gle access to the
market. Interventions @tﬁa‘i@ aveldiieave the
market with a role tgplay in ensuring t the

newspaper or magazi po tO)I‘i_Gy
nQing its 2
distorting nature. =
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ensure a degree of democratic control,

structures which all too clearly do not exist

within the overwhelmingly middle-class and

paternalistic BBC need to be established. If the
public sector restricts itself solely to filling in the
gaps the market leaves, the old argument that it
is advertising alone which guarantees the
existence of a popular and responsive media
will retain its force.

%N newspapers and magazines which

e in a fairly free market and publicly
chised media, such as broadcast television
radio which work under clearly defined
 fof time, space, frequency ranges etc).
sspect to the first set of media the state’s
sctive interventions will probably come
altering the parameters of marketentry.

The third area in which the public authorities
can and do intervene is in what can be loosely
called ideology and representation. Here the

s kind are bound to be fairly
ge in a capitalist society the only

= groups can effectively PAGE 95

¢ access to cultural resources is by
.becoming a high income group
sriisers will be more interested in
the publicly franchised media,
= state is bound to play a more
since it is responsible for
g both who will have access to these
@ how they will be financed. Here
doubtedly opportunities for
5 the airwaves' to counter the
\efiect of advertising by, e.g. licensing
sups to run radio stations — in
2= Government has given licenses to a
mber of different groups representing
\communities and communities of
while, at least initially, preventing them
$na space — or by ensuring that groups

central aim should be to reappropriate public
cultural space for non-commercial uses. One
way of doing this is through the use of levies,
either across the board or within a particular
medium such as radio or the regional press, to
finance advertising for non-commercial
purposes. These could include voluntary
bodies and campaigning groups using the form
of advertising to project alternative images and
ideas.

An example of this kind of work can be seen in
the Public Media Center in the USA, a non-
profit making body which produces and places
advertisements for voluntary and campaigning
organisations. Similarly local authorities can
themselves engage in forms of social action

are excluded from the media have a
by greater weight in regulatory bodies
§88C and IBA.

advertising, as the GLC has done with its
campaigns on the nuclear threat and racism.
From another perspective arts funding bodies
can sponsor visual artists and film directors to
use advertising space for more general cultural
purposes, as is being done with underground
stations in London. In this way too, some of the
ideologies which advertising propagates, for
example in the realm of sexual politics, can be
contested directly on their own terrain. Just as
the private sector uses advertising to propagate
an ideology of privatised individual choice,
public authorities can also use the same means
to propagate and develop collective values and
needs. In the long run too, workers in different
industries may come to see that they have a
legitimate interest in the way the goods they
produce are sold. Advertising space could be
liberated to put across a different corporate

perspective to that which appears when
advertising is exclusively controlled by
management.

= key issues underlying this question
say the media can be financed. At
= have very few available models
bom advertising, the unitary license fee
‘confers control on a central regulatory
4 various forms of subscription through
srest groups can finance a medium
& 1o their needs and interests and to
4 g their views. Here developments in
gctronic media could provide
sunities particularly with the advent of
& Uniil now they have tended to be seen as

3 a role in the vanguard of the movement
ser commercialise the media. However,
\a@iso open out the possibility of devolved
} secentralised forms of licensing (e.g.

local authorities, voluntary groups and

= unions), and opportunities for
esmenting with different means of finance
wah subscriptions and disaggregated

e o, Although advertising has been described as

the ‘shortest distance between the producer
and the consumer’, the role of advertising in the
long run may depend on how the gaps between
makers and users are bridged in both
directions, and how users play a more direct
role in shaping the products and services
which they need.

sortant point is that if the public sector is
sntest the steady commercialisation

= electronic media it must itself develop
ws=ls which encourage a more direct
suntability and responsiveness than has
=rto been the case with ‘public service
dcasting’. This relates to the wider question
>w the media should be financed. There is
real sense in which the media finance
wch comes from advertising derives from an
que form of taxation on the consumer. If,
sver, a more transparent form of finance is
be used, such as general taxation or a
leence, structures of accountability which

These issues are directly relevant to local

authorities in many ways, whether it is through
investment in the media as part of local A&
economic programmes or through their role ing
funding the arts. In the medium term, too, loca®
authorities may come to play a much more §

significant role in franchising the electronic o= _
media as the technological potential for y
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genuinely local electronic media becomes a
reality.

The underlying principle which informs policies
of this kind is that the public has a legitimate
right to use public cultural space for its own
ends. As one of the most public and pervasive
forms of culture in modern society, advertising
cannot be simply left to the privatised criteria of
the market.

Advertising is now too important to be left to the
advertisers.

Its most significant roles, however, are perhaps
the ones which are least visible: the ways in
which it structures the media, and the way in
which, as an unavoidable instrument of modern
business organisation, it is able to levy its own
forms of taxation. It is in these areas, as much

as in a moralistic concern to regulate the
contents of advertisements that the public
sector needs to play a part. In other words,
however annoying, exhilarating or outrageous
the things advertisements say may be, itis what
they do, that in the end affects us more.

Appendix 1: Total Advertising Expenditure by Media £ million

Media 1971 1973 1975
National Newspapers 108 160 162
Regional Newspapers 152 | 256 | 283
Magazines & Periodicals 54 72 79
Trade and Technical 52 73 86
Directories 13 1 20
Press production costs 39 46 49
TOTAL PRESS 418 | 624 | 679
Television 143 | 210 | 236
Poster and Transport 23 31 35
Cinema 6 7 7
Radio 1 2 10
TOTAL 591 874 967
Percentage of Total

National Newspapers 183 | 183 | 16.8
Regional Newspapers 25.7 | 293 | 29.3
Magazines & Periodicals 9.1 8.2 8.2
Trade & Technical 8.8 8.4 8.9
Directories 2.2 1.9 21
Press production costs 6.6 53 3.1
TOTAL PRESS 70.7 | 71.4 | 70.2
Television 242 240 244
Poster & Transport 39 3.5 3.6
Cinema 10 08 0.8
Radio 0.2 0.2 0.1
TOTAL 100 100 100
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dvertising Expenditure by Media (1 975m)
hanges year-on-year)

Press Television Poster & Cinema Radio Total
Transport
—0.5 4.3 —4.9 —9.1 0.0 —2.5
i 14.5 5.1 10.0 0.0 11.6
1.8 9.4 9.8 —9.1 50.0 13.1
—10.3 —16.2 —6.7 0.0 166.7 —11
= 15:8 —6.7 —16.7 —30.0 25.0 —13.6
2. 11.9 557 0.0 60.0 5.6
7.6 1.7 8.1 0.0 18.8 gg
12.7 11.9 17.5 28.6 26.3 18,
7.3 —13.9 1.8 T 29.2 2.4 PAGER
— 51 24.7 3.8 —10.0 9.7 =17
—3.6 4.5 94.4 —1141 —3.6 —1:4
0.7 5.4 —1.9 0.0 7.4 2.1
1:5 14.5 5.8 —25.0 13.8 9.5
9.0 7.0 4.3 —5.0 1.1 8.0
32.8 106.5 40.5 —48.1 1550 52.0
3: Total Press Advertising by Media (£1,975m)
= changes year-on-year)
National REgional ~Magazines & Trade & Directries Press Total
Newspapers Newspapers Periodicals  Technical Production
Costs
—8.5 =3.0 —3.2 -10.2 10.0 4.8 4.5
12.1 15.6 a3 9.1 9.1 4.5 —4.5
13.2 24.7 10.6 9.4 4.2 =4.3 14.9
—13.4 —8.1 —15.4 5.7 —-2.0 =91 —10.4
—19.0 =16.5 -10.2 =131 0.0 -18.3 —15.8
4.3 0.4 0.0 2.3 35.0 2.0 2.7
101 3.2 8.9 12.5 18.5 8.0 7.6
8.6 12.6 14.0 VT2 6.3 22.2 12.8
35 8.5 11.2 5.2 8.8 9.1 7.2
4.3 -8.7 —10.1 —10.7 13.5 —6.9 -5.1
—2.3 —4.3 71 -7.3 —4.8 0.0 87
1.9 -1.0 -3.3 3.0 18.2 =30 0.8
8.3 6.1 2.3 6.7 19.2 28 7.7
—0.6 —7.4 —6.3 =73 12.5 137 -329
30.7 33.7 21 21.4 25.0 31.7 329
x 4: Estimated Media Expenditure by Product Group (Em)
1975 1976 1977 1978 1979 1980 1981 1982
89 112 144 165 165 226 256 277
, 12 15 18 21 23 31 31 36
33 43 56 75 92 135 138 158
% & Tobarro 74 97 111 121 146 198 204 225
eries & Medical 53 66 a1l 86 98 107 119 138
=hold & Leisure 87 113 150 204 230 274 302 348
shing, Books 16 20 26 32 34 44 51 52
sm. entertainment foreign 34 39 47 99 75 89 107 121
alised Industries 18 23 28 34 41 52 58 70
21 22 26 37 42 53 56 66
163 206 260 307 354 435 487 502
36 Aé4 57 70 83 104 156 ;‘ég
111 130 168 212 258 289 310 K
3 3 4 5 6 7 9 10 oq,e?’”\c &ETy,,
o1a | o285 | 327 | 402 | 476 | 511 | S84 598 %

967 1188 1499 1834 2123 = 2555
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Appendix 5: Total Advertising Expenditure and its Relation to Consumers’ Expenditure and

Gross National Product

Total expenditure as a percentage

Year Total expenditure Total expenditure Consumers Gross Nation
in 1975 prices? in current prices expenditure product
£m £m
1970 1022 554 1.74 1.27
1971 997 591 1.66 1.20
1972 i3 708 1.76 1.28
1973 1259 874 1.91 1.36
1974 1118 900 172 1.21
1975 967 967 1.50 1.03
1976 1020 1188 1.59 1.07
1977 1110 1499 1.75 1.19
1978 1254 1834 1.86 1.27
1979 1285 2131 1.82 1.26
1980 1306 2555 1.88 1.31
1981 1287 2818 1.86 1.33
1982 1316 3126 1.89 1.37
1983 1440 3579 1.96 1.39
1984 1555 4055 2.08 1.49

Source: The Advertising Association

1. Figures in this column are obtained by deflating the current price figures by the retail price index.

Appendix 6

Who are the advertisers —
A top ten

1. Proctor and Gamble

1982 Expenditure £000s

Total TV % Press %

45,776 45,014 98

Holding Company: Procter and Gamble
Products: Ariel, Bold, Bounce Fabric Conditioner,

762 2

Fairy Liquid, Head and Shoulders Shampoo, Lenor,

Pampers
Agencies: Benton and Bowles, Grey Advertising,
Saatchi and Saatchi, Young and Rubicam.

2. Mars

Expenditure £000s
Total vV % 8Press %
27,545 27,183 99 362 1

Holding Company: Mars

Products: Mars Bar, Bounty, Maltesers, Marathon,
Twix

Agencies: D'Arcy-MacManus and Masius, Ted
Bates.

3. Imperial Tobacco

3. Expenditure £000s

Total TV % Press

26,148 7,041 27 19,107

Formerly Imperial Tobacco Imports, John Playe
and Sons, Ogdens and W.D. and H.O. Wills. Hol
Company Imperial Group

Products: Henri Winterman Cigars, Ogden Toba
Players Cigarettes and Cigars, Wills Cigars
Agencies: Cohen Butt, Masius, Geers Gross, O ¢
M, Sharps, Young and Rubicam

4. Cadbury

Expenditure £000s
Total TV % Press
20,025 27,742 99 283

Holding Company: Cadbury Schweppes
Products: Dairy Milk, Double Decker, Flake, Milk
Tray, Crunchie, Frys Turkish Delight

Agencies: Foote Cone and Belding; Leo Burnett,
TBWA, Young and Rubicam

5. Kelloggs

Expenditure £000s

Total TV % Press
CK &
A ET/‘//V
Holding Compan

I\
23, 7&8’% 97
ny USA7
Products: Cor Flake pecn

Super Noodlq;‘. 30% Bramﬁake&a 86

Agencies: J. Wawgﬁ&rﬁwas?or(l'_ nlqga LeB'B
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V Expenditure £000s
|

>'TV % Press %

21,275 97 566 3

o, Kit-Kat, Rolo, Yorkie Bar
aiter Thompson (London), Ogilvy and
% and Saatchi

Expenditure £000s
TV % Press %

19,751 98 420 2

nany: General Foods Corporation USA
‘Birds Dream Topping, Birds Ice Magic,
“w Coffee, Maxwell House Coffee
Senton and Bowles, Greys, Young and
=. Wunderman International

sity Council

Expenditure £000s

TV % Press %
15,167 77 4,413 23

~ts- Central Heating, Cookers, Corporate,

9= Freezers
~=s: Allen Brady and Marsh, J. Walter

moson (London), Ted Bates.

gree Petfoods
| Expenditure £000s
TV % Press %
236 18,217 100 18 —_

sding Company: Mars
~ducts: Kit E Kat, Mr Dog Canned Food, Pedigree
- , Whiskas
Sgencies: D'Arcy-MacManus and Masius, Ted

RO

Nestle
Expenditure £000s
T’ota/ TV % Press %
17,336 15,655 90 1,680 10

Holding Company: Nestle SA Switzerland
Produets: Crosse and Blackwell Cook In Pot, Cross
and Blackwell Top Soup, Nescafe Coffee, Gold Blend

Agencies: Foote Cone and Belding, Fairfields
Holmes Knight Ritchie, Burnetts, McCanns, Media
Campaign Services, Waseys
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yapter 6

PORT,

;OMMERGE
and the
ASS MEDIA

arl Atkinson

roduction

% analysis of sport and interventions in this

=a by central governments, local government
3 statutory bodies have for far too long
sfected the myth that sport is an apolitical
stivity played by people in their spare (non-

ork) time, unaffected by commercial
‘sonsiderations. This in effect has meant an
sverwhelming concentration on the provision of
#acilities and the encouragement of
participation by the state. Despite a changein
emphasis which has been made from the
provision of centrally located large-scale to
more local small-scale facilities and an
increasing awareness of the problems of
women, ethnic minorities, the unemployed, the
nandicapped and disabled and elderly, the
consequences of playing sport under a market
economy has not been fully grasped by local
authorities'.

A recent study of the politics of sport has shown
that such an image of sport is at best partial
(Whannel, 1983) and that any analysis of sport
must also look at sport as a commercial activity
which has grown into an international media
spectacle and multi-million pound market. It
has been suggested (Sports Council, 1983)
that there existed in Britain, in 1980, a sports
market of some £770 million for goods and
equipment, commercial sponsorship of
between £10 and £65 million and total
consumer spending on sport of £1,000 million.
The growth of sport, both commercially and as
aleisure activity in the last three decades can
be seen to have paralleled the growth in the
availability of the mass media, especially
television. This commercialism of sport has
operated on three principal levels: the
establishment of a sports goods and services
industry; the development of spectator sports
as a base for advertising closely tied to media
coverage; and the tapping of peoples’
resources.

Part one of this report, without claiming to be
exhaustive, begins to consider what the
implications are for the Council, if it wishes to
make more facilities available for public use,
increase participation by low participant groups
and provide employment opportunities. It
looks at: (i) the effect the mass media has on
sport, (i) the manner in which commercial
companies sponsor sport, (iii) the growth of the
sports services, equipment and clothing
markets, and (iv) the financial and other
problems of commercially run spectator sports
in London, such as football, speedway and
greyhound racing.
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For reasons of clarity of presentation these four
areas are presented separately in what follows,
though the inter-relationships between them
are quite strong, especially between the mass
media, sponsorship and professional clubs. At
this point it must be mentioned that whilst part
one of this report is meant to address the
situation in London, there exists very little
London specific information which is readily
available. This can be ascribed to the fact that
the commercial markets we are discussing are
national and international and that public
agencies have been slow to recognise the need
for detailed information. For example, the
recent Howell Report on Sports sponsorship
which covers the field in some depth does not
contain any information specific to London.

The mass media’s selective representation
of sport

The last thirty years have seen not only the
growth of sport as a commercial activity but
also the growth of the mass media, especially
television. This parallel growth is no
coincidence. The availability of television in a
majority of homes has and is being used by the
BBC, IBA and governing bodies of sport — not
to forget advertising agencies and their clients —
for their own, often conflicting interests. The use
of the media as a means of (re)presenting sport
is not, however, neutral.

The media are highly selective in both the
sports and events which they presentand in the
manner in which they are represented. At the
most simple level, the choice of which sports
are covered is obviously highly selective with,
for example, in 1981 the most commonly
televised being horse racing, cricket, football,
tennis, snooker and golf. This selection of
sports cannot be explained by any claim that
events are chosen because of the class that
plays them. Sports which in their origins and
support are working class, €.9., football,
snooker and darts, as well those which are
middle class e.g., show jumping, tennis and
cricket, are televised. Itis partly that certain
sports lend themselves to television more
readily than others. Though in some cases it Lo
has necessitated changes in the format of the =
game and in its rules; for example, cricket. And ééz'
partly that there is some form of tie up between g
the sports televised and advertising or &c'B
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sponsorship. Furthermore, it is the top level of
the chosen sports that are televised, with an
emphasis on excellence, competition and, if
appropriate, nationalism. The more local teams
and events, in which such values might be of
less importance and those of participation and

enjoyment are more important, are not covered.

Television’s selection of sports to cover also
does not include many sports which are
indigenous to this country’s ethnic minorities —
kabbadi, gaelic and celtic sports, palota, etc.

The outcome of this selectivity is that certain
highly popular sports, such as angling, squash
and table tennis, do not receive any sustained
coverage purely because they are, in the eyes
of those controlling television sport, “bad TV".
The sports which are shown are, it will be
noticed, predominantly male sports or ones in
which the men’s events are seen as more
important than women'’s events. It is also
exceedingly rare to see disabled, handicapped
or even elderly people participating in sport on
television. The media has, however, had a
positive effect for some sports, though
invariably it has only been directly beneficial to
the top teams and individuals. Television
coverage has been instrumental in expanding
the market for, sponsorship of, and
participation in a number of sports. The impact
of Channel 4 in respect of basketball and
American football - sports which it has had to
concentrate upon due to the BBC/IBA duopoly
on many other available sports — is most
apparent, but the effect that television had on
snooker, darts and golf must not be
overlooked. In the case of the National League
Basketball matches spectator attendance is
already up nearly 15% this year compared to
last year, and both figures are up on the
previous, non-televised year.

The media, and especially television, also
represent sport in a highly selective manner.
The most noticeable bias is the strong
emphasis placed on male dominated sports
and on men’s events as opposed to womens
events. In those sports and events where
greater focus is placed upon women, for
example, gymnastics and skating, it is often

due to supposed feminine qualitites that are
exhibited; grace, poise, elegance. Furthermore,
the commentaries which accompany the
pictures of women taking part in sport often
stress the women'’s “female” role as a mother,
housewife, fiancee, or her sexuality, as
opposed to her sporting ability and
achievement. Rarely do we hear of sportsmen
being talked of as a father, husband or in terms
of their sexuality. It should be noted that such
treatment of women is not of course restricted
to sport; in this respect sport merely reflects
wider society.

A consequence of this selective emphasis on
male dominated sports and the treatment given
to women'’s sports is the perpetuation of a sexist
image of masculinity — strength,
competitiveness, determination — which
immediately places women in a subordinate
place in sport. This television carried image
reinforces the major representation of sport,
and a women'’s place in sport, received by most
of the populations. Given this it is hardly
surprising that women do not participate in
sport to the same extent as men. The same
image of sport is also received by the elderly
people who are also detered from participating
in this rough and brutal pastime. These
differences in participation rates are suggested
in table 1 below.

The image which the media projects of ethnic
minorities in sport is more complex. Press and
television coverage of black people
representing either their country/nation or
participating to a high level, must surely
encourage other ethnic minorities to participate
in sport. Conversely, in a similar manner as
affects women, stereotyping by television
commentators of black sportsmen and women
—their natural balance, suppleness, agility,
speed, etc. —occurs. The effect this has on
other black people, and on white people, is not
known. The media could, however, if it were to
adopt a responsible stance, make an important
contribution in overcoming the reluctance by
some black people to participate in sport, and,
perhaps, even provide a counter to racist
attitudes towards black people.

Table 1. Sports participation rates for selected groups, 1980

% Playing outdoor sport
All 30.0
Male 37.2
Female 23.8
16-24 44.6
25-44 37.6
45-59 30.2
60 and over 17.6

*includes billiards/snooker and darts
Source: General Household Survey, 1980

Playing indoor sport* Watching live sport
23.0 9.2
SN 13.6
155 5.4
51.2 13.0
37.4
ACK & E
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2levising of sport is a vital source of
= for many sports, both directly through
ments for televising events, and also
ectly as a carrot to dangle in front of
ial sponsors. There are however,
ems in the relationship between sport,
Besion and commercial sponsors as can be
2 in the recent negotiations over the
ising of football and basketball. In both
=e cases, the debate was not only about the
jount of money to be paid for coverage, but
» - and perhaps more importantly — about
=r shirt advertising would be allowed. In
=nt in both cases it was but not to the
=nt that the clubs, and sponsors, wanted. A
miar controversy occured when midway
wuah a two-year contract with Channel 4, the
sh Basketball Association, under pressure
™ their sponsors, pressed for the
pegotiation of the terms of the contract to
ude shirt advertising. This situation
=ned to badly affect Ovaltine Hemel
spstead whose sponsor was on the brink of
drawing because the old agreement with
el 4 meant that they had to be known on
syision by a name without Ovaltine as part of
Television and commerce are also in a very
3 position with regard to the sports bodies
= 10 the need of the latter to protect vital
ponsorship which is often dependent upon the
ising of events. The Professional Golf
sociation, for example, recently ended up
wna coverage of tournaments in Britain to ITV
ofcharge in order to protect vital
ansorship. This dependency is also
ated by the withdrawal of sponsorship
British Canoe Union events, when the
3 Championships in 1981 failed to secure
ision coverage.

= image of sport which the media, centered
s=levision, (re)presents to the viewing public,
specially the underlying values which function
=oroduce stereotyped attitudes towards
and women's characteristics, and the
sentration on excellence and competition,
= nothing to encourage many sections of
& population, especially women, the elderly
e handicapped and disabled, to
sipate in sport. The media does, however,
s=nt opportunities for opposing and
3ing these dominant images, though the
=ngth of the presentimage cannot be
serestimated. The possible growth of cable
=yision could present one such opportunity
2 large majority of the present franchise
sontenders propose a sports channel. The crux
o the matter is who controls this channel. At
‘@e=sent large commercial organisations, such
&s West Nally, CSS Promotions and the US
‘sporis cable providers, appear to have made
= first moves into this field. It appears that
s will be providing syndicated international
sgramming without much local input?, yet
Se==nwich cablevision have found their local
‘what's on’ slot to be one of their most
essful items.

Local authorities, in addition to intervening in
the franchising of cable networks, have the

opportunity to improve the information
available to people about sport, through the use
of a variety of means ranging from simple
posters, leaflets, and local newspapers to the
use of telephone and electronic-based
information systems. Much can also be done in
the way in which they market sport by
presenting it in a different manner and with a
different image to that given by the media. This
could include the holding of special days of
sport — for women, ethnic minorities, the
elderly, the disabled, etc., special schemes to
attract the unwaged and the use of motivators,
to name but a few.
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Commercial penetration of sport through
sponsorship

The sponsorship of sports events, teams and
individuals by commercial organisations is an
area of advertising, promotion and marketing
that has increased greatly in the last twenty
years. Though sports sponsorship dates back
to the 1908 Olympics in London, it really took
off in 1965 with the ban on cigarette advertising
on television, when the tobacco companies
realised that the sponsorship of sport provided
an alternative means of achieving television
exposure. Whilst it is difficult to accurately
quantify the value of sport sponsorship it has
risen from some £1m in 1966 to between £3m
and £5m in 1970 and by 1980 had reached
between £10m and £65m depending upon the
definitions of sponsorship and sport used#. The
recently published Report of the Howell
Committee into sport and sponsorships, which
provides a great deal of information on sports
sponsorship, suggests that in 1982 at national
level sponsorship was some £49 million to
which should be added some £35.7 million for
regional and local sponsorship deals, giving a
total of £84.7 million. This dramatic increase is
not, however, attributable solely to the tobacco
industry; finance and insurance firms now use
sport extensively for advertising as do many
firms in the leisure industries, especially
brewers and bookmakers. A large proportion of
sponsorship, and one which has increased
greatly due to rapidly rising costs goes into
motor racing and is provided by the motor
industry.

What is certain is that whatever level sports
sponsorship has reached it is a vital source of
income for many sports, clubs and individuals;
though in Britain it has not yet reached that
stage where commercial organisations actually
own sports clubs, as occurs in for example, the
USA with sportswear company Nike’s
ownership of the Athletics West club, or in Italy
with Fiat's ownership of Juventus football club.
Sponsorship is, however, vitally important to
sport in Britain and it has been suggested that
the future of professional cricket would be
seriously in doubt, especially three and five d
games, if their sponsors were to wnhdraw
dependence on sponsorship for incomexz &an
prove very disadvantageous given the v@atue
nature of sponsorship, especially at mo@ local
Working for London
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.of involvement. It makes forward

ing and development of the sport very
cult and can, if monies are not found, lead
ere curtailment of activities.

ercial organisations are selective in what

8y sponsor and a major determinant in this

acess of selection is, as already noted, the

3 t0 gain media, especially television,

age. The sports which take a major part of

ercial sponsorship are motor racing —

by the manufacturers and their

sopliers —, horse racing, football, golf, cricket,

¥etics and tennis. It will be noted that these

= mainly sports in which the major focus is on

2e involvement. Sponsorship of women'’s

oris or sports in which women participate

ppears to be much less frequent, though

=cently companies whose products are of

relevance to women have been putting

ey into women'’s sports. Sunsilk and Avon

metics have both sponsored women's

=tics events and Speedo sportswear have

msored women’s gymnastics events in the
and the British Sugar Bureau are

pnsoring women'’s netball, badminton,

ash and synchronised swimming for a total

more than £500,000 over the next three

. The relative lack of media coverage for

pmen’s sports, however, is a root cause of this

ox of sponsorship. A recent interesting

=velopment in respect of sports sponsored is

e announcement that in 1985 London will

pst the World Games, organised by the

eral Assembly of International Sports

ederations and West Nally, which will give a
=vised outlet for sponsorship of 21 non-

pic sports usually regarded as minor. The

ports involved include archery, karate,

oriball, netball, petanque, roller hockey,

poline, sumo wrestling and speedway.

R

common, and justified, criticism of sports
‘sponsorship is that due to the need for media
‘coverage the majority of the money flows to the
2pex of the sports involved, either to the top
professional clubs, to the international and
national level events or, more recently, to the
top stars®. The result is that the lower levels of
sport tend not to receive the money they
desperately require to develop and broaden
participation. There are, of course, exceptions
like Persil’'s sponsorship of a “clean team”
award in the London Federation of Boys Clubs
under-14 League or Esso’s support for schools
athletics proficiency awards and support for 19
youth or school governing bodies. Yet, the
amounts involved are very small compared with
the sponsorship of professional football clubs
in London® and the sponsorship of athletics
events at Crystal Palace. For example, whilst

Left: Tessa Sanderson, one of
Britain's most talented athletes.
(Photo: Tony Duffy).

Arsenal, QPR and Watford each have
sponsorship deals of over £100,000 per
annum, less than one tenth of this amount goes
to youth soccer in London. The Government is,
however, aware of this problem and the Tory
Minister responsible for sport, Neil MacFarlane
is now arguing that major sports sponsorship
deals should include a clause providing for a
small percentage of the money to be directed to
local levels of sport.

The extent of sports sponsorship in London is
difficult to estimate with any accuracy,
especially when the local events and teams are
involved. A detailed analysis has been made of
sponsorship deals (Sportscan, 1982) but it is
an expensive commercially produced guide for
marketing. Due to its concentration on
newspapers and television as its source
material it may miss out more local level deals.
The Howell Report projects that local
sponsorship in the Greater London and South
East region in 1980 was some £3 million,
though | doubt the validity of the projection
method. Interesting cases of sponsorship in
London which have come to notice are the
Guinness School of Sport, which provides a
one week school for 120 people between 16
and 20, the Standard School of Sport, for
teenage cricketers, and the attempt to
introduce American sports to London through
the sponsorship by Slick Willies, a restaurant,
of American sports days at Chelsea F.C.
However, not all sponsorship deals are so
trouble free. Recently Camden Basketball Club,
a national division two club, negotiated a deal
with a sponsor, referred the agreement to the
English Basketball Association, as is required,
with the conseguence that, for some reason,
possibly that the Association wanted the
prospective sponsor to switch to a division one
club, Camden lost the sponsorship.

Problems can also arise in sponsorship deals
when the national body, club or individual
being sponsored loses control of their sport to
the commercial organisation involved. This
might, for example, entail changes in the timing
and rules of the sports and events, or
championships and competitions being
renamed. The problems over the control and
financing of the London Marathon may be cited
as an example of how this can occur. The
marathon is firmly seen as the Gillette
marathon. Control is in the hands of a private
company, the profits are distributed in a closely
guarded manner, the event is used by New
Balance's European distributors — the race
organisers — for their own benefit, whilst a
majority of the costs fall on the local public
bodies (GLC, borough councils and
Metropolitan Police). It has been estimated
(Campbell, 1983) that the costs of staging the
marathon to the public were some £80,000 tae
the GLC — which excludes officials’ time ,Q‘.lus

%U\

substantial police and London Borough L
costs. Whilst profits of £75,000 were d| |bute

msers 1981-1986
West Nally, received £54,000 and the r%C‘iNorkmg for Lordon

for sports facilities, the sponsorship or

directors some £11,500.
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Problems are also raised by the involvement of
tobacco companies in sports sponsorship, a
link which is estimated to cause up to 250
deaths per year (Times Health Supplement,
12.3.1982). Not only is this a moral problem, it
is also one of economics. The cost to the
National Health Service of dealing with the
effects of smoking generated by sponsorship of
sport by tobacco companies must be
considerable. Similarly, there is concern over
the increasing involvement of foreign
companies in the sponsorship of British sport,
for example, Canon, JVC, Iveco, Coca-Cola,
Marlboro. Suntory, a Japanese liquor
company, do not even sell their productin
Britain but sponsor the World Match Play
Championship at Wentworth solely to receive
world-wide television coverage.

The increasing sponsorship, by commercial
organisations-has seen sport, at its elite level,
become a vehicle for advertising, promotion
and marketing. The present Government is fully
supporting this trend as a part of its policy of
reducing public expenditure. The result is the
selective support outlined above; certain sports
are excluded, a majority of participants do not
benefit, rules and events are changed, certain
values fostered and reinforced and certain
unhealthy products promoted. This causes
problems for local authorities and statutory
bodies trying to increase and broaden
participation: the more exposure and finance
are concentrated at the top level, the more
impoverished and neglected sport becomes at
the lower levels and the more difficult it is to
enable and encourage people to play for
enjoyment. One possible way around this may
be for the GLC to sponsor clubs in certain
sports or for certain groups, e.g. women, which
would not otherwise receive sponsorship. This
would not be a completely new move as several
local authorities already sponsor clubs, for
example, Bradtord, Glasgow City Council,
Northampton Development Corporation and
Birmingham City Council.

Table 2: Consumer spending in the sports market

Sport for profit: The commercial industry

In contrast to commercial sponsorship, where
sport is employed purely as an advertising
medium to realise profit in other industrial
sectors, the sports industry attempts to realise
profit directly from sport. The industry
comprises two sub-sectors: the manufacture
and retailing of sports goods — equipment,
clothing and footwear — on the one hand, and
sports services — private sports facilities and
spectator sports — on the other.

An analysis of the structure, performance and
future of the sports industry is almost
impossible, especially for London, due to a
lack of up-to-date, reliable information. What
follows is therefore a rough indication of the
trends and future of the sector.

Consumer spending on sports goods rose
slowly until the late 70's, declined slightly and
has now stabilised. Spending on sports
services appears to have increased steadily
until the late 70’s, though no more recent
figures are available. (Table 2). Consumer
spending on sport and recreation, as a
percentage of total leisure spending (excluding
clothing) rose from 3.5% in 1975 to 4.3% in
1978 and has subsequently fallen to 4.0% in
1981. Sport spending as a percentage of total
consumer spending, has remained constant
between 1975 and 1981. A recent study
(Marketing Strategies for Industry (UK) Ltd,
1983) suggests that the sports equipment
market, part of the sports goods sub-sector,
has been stable over recent years and that any
increases will only occur in the market for time
intensive pursuits and not in capital intensive
sports.

The sports goods market can be broken down
into various consitutuent elements, of which

only sports clothing and footwear seems to be
expanding (table 3). This would accord with !
experience of the last ten years which has se¢

SPORTS GOODS SPORTS SERVICES
£m £m
Current Constant (1975) Current Constant (1975)
1973 213 310 84 102
1974 255 311 97 110
1975 310 310 126 126
1976 392 334 155 141
1977 476 351 181 144
1978 587 391 227 157
1979 706 420 284 164
CK &

1980 763 418 N/K geLA & TH/V)\J/K
1981 770 398 N/Iﬂj

1982 822 398

NﬁK N/K
GLC"
o

Source: Until 1979, inclusive, Martin and Mason (1980); subsequently ln‘?elsure Constltants (1882)7
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Sports Goods Market

£m
1973 1979
Constant % of Consiant % of
Current (1975) total Current (1975) total
145 211 68 412 245 58
41 60 19 175 104 25
27 39 13 119 71 17
PAGE 107
213 310 100 706 420 100
artin and Mason (1980)
=ase in both the scope and range of especially the commercial facilities, tend to
“othes and footwear marketed. Backed present a sexist, image of what constitutes
znsive media, especially magazine fitness in women.
e, the late 70’'s and 80’s have seen an _ ' .
of the fashion industry into the world A further hint of the possible potential of the
= and a movement of sports clothinginto ~ SPorts goods and services sector is supplied by
wear. One set of “kit” is no longer the Business Statistics Office VAT-based
It has gotto the stage where anyone survey (British Business, 1983) which suggests
s involved in playing needs squash shoes, that between 1978 and 1981 the turnover of
3 pumps, jogging shoes, squash shorts, dance halls and schools, sports, other
g shorts, a jogging suit, not to mention an recreations and betting and gaming increased
arciser. [t is acceptable to go by some 52%, from £1,686m to £2,566m.
or to the pub in a track suit, and even Investment in pu_ildings and equ.ipment was
core supporters at London'’s football also bupyant, rising frgmj £78min 1978 to
w wear a certain (expensive) tracksuit £172min 1981, a 121% increase.
= olves. The sports goods and services sector, as with
. - _ the media, is fairly selective as to which sports it
mg men are diversitying and stretching intervenes in. As might be expected they are
ors market, a mainly white middle class either those in which there is a ready,
s very limits®. preferably large or high cost market or those
A : which lend themselves to fashion, exclusivity
$00rts services sector has grown markedly  and fad. The main sports goods cater for
areas of keep-fit, health fitnessand boating, golf, swimming, tennis and squash,
e centres. The recentlfloatlng of shares in and most spending in sports services goes on
meapple Dance Studios plc on the golf, billards and snooker, horse riding,
#=d securities market raised over £1m, and  swimming and squash (1979 figures, Martin
h on the US stock market is awaited and Mason, 1980).
=en anticipation. The last few years have
2 rapid increase in the number of dance/ A recent study of the future of the sports
W/health studios springing up in London market, in relation to consumer spending,
n the commercial sector and within local concludes that a “major opportunity exists in
ority venues, including sports and leisure the provision of sports equipment and clothing”
=5 adult education institutes, social (Kinsman, 1983). Other commentators (Henley
ses centres and health centres. An Centre, 1981) are more cautious especially in
2sting aspect of this is the predominantly relation to retailing. Consumer spending on
"%2< involvement, unlike other sports, though sports participation is also expected to
siass composition of the participants is not increase, whilst spending on spectator sports is
The marketing of such activities, expected to fall (Kinsman, 1983)2.
4: Employment in London’s Sports Industries, 1973 and 1978
Greater London 1973 1978 % change
facturing: toys, games and 4,9
s equipment 16,707 11,437 -31.5% & 7
\wces: sports and other é’ G L C
13,037 13,748 +5.5% £ St 5 s

xx
JAIRD®

- =
Source: Employment Gazette and Department of Employment unpuumIi-g':g?n
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Table 5: Male and female employment in London’s sports industries, 1978

Male Female
Greater London Full-time Part-time Full-time Part-time
Manufacturing: toys, games and
sports equipment 6,774 229 2,851 1,583
Services: sports and other
recreation 5,347 2,278 2,356 3,767

Source: Department of Employment unpublished statistics

Itis impossible to draw definitive conclusions
about employment in the sports industries in
London. The latest available figures are for
1978. Major changes have occurred since then
and the way in which the statistics were
collected does not allow sports equipment,
clothing and footwear manufacturing and
retailing to be separated out from other forms of
leisure manufacturing and retailing, nor does it
allow sports services to be separated out from
“other recreation” services. They do show
however that between 1973 and 1978 toys,
games and sports equipment manufacturing
employment in London fell by 31.5%, whilst
sports and other recreation service
employment rose by 5.5% (see table 4).

Itis also noticeable that the ‘sports and other
recreation’ services sub-sector employs a high
proportion of women mainly on a part-time
basis, some 30% of total women’s employment.

Firms in both equipment manufacturing and
services tend to be fairly small (see table 6) and
it is also thought that this is the case with firms
in the clothing/footwear manufacturing and
retailing sub-sector.

What does this mean for local authority
policies? There may be potential for
intervention in the sports goods sector through
employment promotion initiatives. The area
which would appear most promising from the
analyses noted above is sports clothing
manufacturing, despite the volatility of an area
prone to fad and fashion. At present, the
clothing industry in London is organised in a
very ad hoc manner, with many small firms
working on sub-contract to larger
manufacturers and/or wholesalers, with high
levels of homeworking, low levels of
unionisation and low levels of pay. Itis also a

Table 6: Employment unit size in London’s sports industries, 1978

1-4 5-9

Manufacturing: toys, games
and sports equipment 104

Services: sports and other

recreation 446 167

sector in which a majority (c. 75%) of workers
are women, and about half come from ethnic
minorities. From the viewpoint of industrial
democracy and equal opportunities it may
therefore be an area of intervention well worth
exploring.

The relationship between commercial sports
services and public provision can be more
easily assessed, though only participant sports
will be dealt with here — see below for
spectator/professional sports clubs.
Commercial provision of sports facilities
concentrates, unsurprisingly, upon those
sports which are known to be in demand either
by the more affluent sections of the population
or by large numbers of people. In 1976 the
main commercial sports facilities were ten-pin
bowling — a passing fad of the early 70’s — ice-
skating, squash, horse-riding, golf and tennis,
(GLC, 1976). The effect of this form and pattern’
of provision is to distribute the use of facilities
on the basis of income; membership fees may
be such that exclusivity is ensured, for example
the £350 per annum Canon Street Sports |
Centre. Commercial provision of sports |
facilities exclude participation by those on low
incomes, the unemployed, students etc., nor do:
they cater for less popular sports. These non-
profitable areas of sports provision are left to
the local authorities to provide, if they are
provided at all.

&

This tendency will be increased if local
authorities succumb to pressure to privatise
their profitable, or potentially profitable, sports
facilities. As yet very little “privatisation” has
occurred — Sutton has put over some tennis
courts to exclusive private use, Bromley has
sold a lido to a private firm, some ‘surplus’
school playing fields have been sold and a
public golf course in Richmond Park is to be

Unit Size

K&ET
10-24 = 25-49 so-gge%‘fo%-sz@ #1400-9

S %,
$ 3
93 | 54 [&23 3 1%
£ ,
a :

6 1981 -71 986 2
165 6 i '
\R?orkmg ]for London
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%0 the private sector. The private sector is

ng itself up for the eventuality. A

ortium of Commercial Union, Dunlop,

gnhams, MacAlpine and Watneys called
gdish Leisure has been formed to

dte the privatisation of public swimming

S The sale of public assets, at present run

sially useful facilities, would lead to their

D produce profit, which will mean no place

ose on low incomes, with minority

Bsis or who do not fit the commercial

L As Whannel (1983) notes, the selling of

sports facilities will lead either to a worse

£ expensive service, or to greater

son of workers, or often all three.

ore, all public accountability and what

Socal people have over their sporting

g De lost.

sports clubs in London: A
or an opportunity?

2rce also enters into sport as a provider
ertainment’ for spectators; many of

S major spectator sports facilities are

2 Dy private companies, often controlled
all family group of businessmen.
cricket, greyhound racing, speedway,
g and, a recent addition, rugby

2 all run as commercial spectator
#=20ed at privately owned facilities?®.
wiewpoint of the local authority there
inter-related, problems: recent years

en 2 fall in consumer spending on
peciator sports which has severely

=d the financial viability of many

onal clubs; and very few of these clubs
@0 any degree of contact with the people
2 in which they are located.

=m is illustrated extremely well by

professional football clubs and

3 racing tracks, especially the former,

come from spectator admissions is

Jue 1o 2 complex mesh of causes, and

2red by ancillary income from

'D, advertising, lotteries, etc. Whilst it

2en possible to get information from

s football clubs it seems that only

pee of the First division clubs are

&t break-even or in profit. The

na and speedway stadiums are also

%0 be in financial difficulties. In other

2 could be ten or eleven

onal football clubs, plus four

gna tracks that might need financial

sce. In most cases the clubs only have a

g Balance sheet due to their fixed assets,
% ground. In this situation, there is a

bility that one or more of the clubs

pankrupt and be forced into selling

und for commercial redevelopment to

goal. The problem has been highlighted

months by the situation at, amongst

Chelsea F.C. where a commercial

gompany, Marler Properties, is trying

2 ground from its owners S.B.

Bes. with the intention of redeveloping

2 for shopping, housing and a new,

smaller football stadium. Chelsea F.C. would,
however, have to move out for at least one year
and their continued residence at the ground is
itself doubtful.

The Chelsea F.C. board have long been aware
of the financial vulnerability of football clubs
and hinted at the sources of the problem; the
manner in which the game is presented to the
public; the destruction of the game as a
spectacle by a hooligan —and a racist — fringe;
and the non-commercial manner in which most
directors have run the clubs (Chelsea, 1981).
These causes are apparent not only at Chelsea,
but to different degrees at all London’s
professional football clubs and many have
been making efforts to turn around their
financial situation. On the directly financial
management side, the most radical move has
been Tottenham Hotspur's recent public issue
of shares with a paper value of some £3.3
million, which was over-subscribed several
times, a move which QPR are also exploring. In
short, the clubs are trying to instigate 20th
century financial management techniques into
organisations that have traditionally been run
as hobbies by men who have made their
money in other fields.

Such developments are important in that they
may ensure the continuation of spectator sport
in London. More important, however, from the
local authority’s viewpoint are the initiatives
which clubs have taken in relation to use of
their facilities by local people. The first moves
were made in the late 1970’s by the Sports
Council through their Football in the
Community scheme which involved QPR and
West Ham in London, and aimed to use their
facilities to encourage young people to make
more positive use of their leisure time'".
However this project has not been as
successful as was hoped. The aim of the local
authorities and Sports Council in both London
schemes was to undertake development work
with the local people in a range of sports,
football being the dominant but by no means
the only sport, with the club officials and
players being involved in coaching. The
monitoring of the scheme suggests, however,
that the facilities'? had very restricted opening
hours, appealed to a very restricted market —
males 20-30 — and focused mainly on football.
For example, the QPR multi-purpose all
weather pitch was predominantly used to play
football by males over 21 who worked locally.
There was also little promotion of the facilities
and despite the firm commitments from the two
clubs about their involvement it was difficult to
get them to provide the coaching input which
was envisaged, (Ingham, 1981).

More recently, the GLC has begun to explore
with several of London’s professional football
clubs the need to tie the clubs more closely t@o
their local populations — through both use @
their facilities and possibly even having a &ay in
the way they are run. The Council has alr"éady
given Fulham Football and Rugby Leagde ¢club
a grant of £140,000 to cover the costs of
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traditional grass pitch with a

8 pitch that requires less

pe and can withstand greater use. In

am are to provide facilities and

) hours per year of leisure use for

& with their professional staff

P sports coaching and training. A

peme is being considered at

|& C_whereby the GLC would give

@nt 10 help finance their plan to build a

ad an all weather training pitch, both
auld be available for use by local

surfaced for the redevelopment of Haringey
Stadium to include a supermarket and a new,
small dog track. During the rebuilding period,
the probability is that racing will cease. Control
of Wembley Stadium is also being sold to a
consortium, headed by Arena, a company of
prominent politicans and people in the leisure
world, and backed by Standard Chartered
Bank, who proposed a £300m redevelopment
of the 80 acre site for improved sports facilities
and commercial development. If the future of
such sport facilities in London, and their wider

S

JAHOS?

use by Londoners, is to be ensured the local PAGE 111
authority may well have to intervene in a more
" type of arrangement Is, radical way than has previously occurred. To
first step along a path which this end, the GLC has awarded grants to
’ sal authority buying the Fulham and Brentford, and discussions have
esional sports club, leasing it taken place between the Chairman of the
olved for a certain period Council's Arts and Recreation Committee and
ing it for other sports and Chelsea F.C. over the future of the club
%e rest of the week. The main following the proposed sale of the ground to
suld be to replace the Marler Estates for redevelopment.
ge= of control by new ones that
| ®e facilities ta mare
£ control. A first move along this .
ssent being taken by the London Sport, commerce and the mass _medla:
Greenwich in their negotiations with How might the local authorities intervene?
hietic F.C. over the future of the club
wnds. A further such step would be The above discussions have attempted to
existing professional club into a sketch out some of the effects which the
Shub. as exist in many continental mterventloq qf commercial orgaqlgatlons has
B which the participants and on the provision of and opportunities for sport
would determine the policy lines in this country. Local authorities can play a vital
#e club is run. At present no such role in preventing the susceptibility of sport to
8= in Britain, but they are quite financial dictates, consumer pressures, sexist
#e continent, with teams such as ideologies, and selective definitions which
%8 Barcelona, Benfica, Racing Club commercial organisations put on sport. This
many East European football clubs ~ Paper has suggested several possible areas of
% part of multi-sports centres intervention for the Council, all of which need
pasketball, swimming, further analysis, investigation and debate:
s polo and other sports. Either of
Bos would represent an attempt to e to change and mitigate the effects of the
A e inward looking attitude of many highly selective representation of sport by the
& sports clubs, and would offer an media, specifically television and especially
% foster a closer relationship with regard to its predominent image of sport as
sers, fop performers, grassroots an activity that requires the stereotyped male
d spectators. characteristics of competitiveness, strength,
determination, courage, etc;
whole guestion of the spectator
£ n London is continuing, or "
mereasing public access to their ®to explpre new means of proy_ldlng
ws=ide the world of football concern information on sport opportunities;
aressed on the future of the White
greyhound racing tracks in ® to counter the selective nature of commercial
23 by the Greyhound Racing sponsorship of sport in London by seeking out
m 2 of which have redevelopment sponsors or entering into sponsorship
This concern has been heightened arrangements for local sports clubs and events,
purchase of £2m worth of GRA women’s and ethnic minority sports, and by
f& group comprising the founders of concentrating its own funding efforts on less
== the owners of National Car Parks privileged sports and people;
an of several racecourses and
pund tracks. Plans have already ® the further study of the sports clothing and
footwear industry to decide whether this might
téeLE% .approprnate area of intervention for G ACK&ET,
< ) N Ny,
London to Brighton O 04
iy in aid of heart research, _ ¢ Do
s over 10,000 cyclists ® to “open up” professional spectator sports ¢ G LC
and from all walks of clubs and private sports clubs in London to ES
example of ‘sport for participation by local people, both in sports & 1981-1986
David Hoffman). activities and in the policy making of the clulSs. Working for London
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The financing of sport in
London: The public sector
contribution

This part of the chapter sets out to give some
idea of the financing of sport in the Greater
London area. The large number of bodies
which currently finance sportin London can be
divided into three main sectors:

® the public sector, including central
government, local authorities, government
agencies and statutory bodies;

® the voluntary sector, which essentially covers
the governing bodies of sport, local sports
clubs and other voluntary sports organisation;

® the commercial sector, that is organisations
which provide sports goods, services and
facilities with the express objective of making a
profit, including sponsorship.

These three sectors are not discrete, their
financing overlaps in that they involve a certain
amount of transfer payments from one sector to
another — from the public and commercial to
the voluntary in the form of grants, facilities and
sponsorship, and to the commercial from the
voluntary and public in the form of expenditure
on sports goods and services.

This paper will, however, deal only with public
sector financing as the figures are not available,
in any form, for the voluntary and commercial
sector in London.

The financing of sportin London by the public
sector involves a very wide range of bodies, but
this paper will concentrate on an analysis of
spending on sport by the Department of the
Environment, the Sports Council, the Greater
London Council and Inner London Education
Authority and the London Boroughs.
Comprehensive data is not readily available at
a London level and there are many problems in
estimating public sector financing figures due
to the different definitions of sport employed,
the different ways figures are collated and
incomplete coverage of organisations and
categories. So this outline will at best only be
indicative.

Central Government

The Department of the Environment funds sport
projects in London though its urban
programme which comprises four separate
funding channels: the traditional urban
programme authorities, other designated
authorities (in London these are Ealing,
Greenwich, Haringey, Lewisham, Newham and
Southwark), the Programme Authorities (Brent,
Hammersmith, Tower Hamlets and
Wandsworth) and the Partnerships (Lambeth, -
Hackney, Islington and the continuing
commitments to the now dissolved Docklands).

The proportion of the total urban programme
budget of £256m, for 1983-84, which is
directed to London for sports projects is not
readily available from published statistics.
Some estimates have been made by the DOE’s
Inner City Directorate which suggest that in
1983/4 a total of some £790,000 will be spent
on sports in London, plus another £3,350,000
on recreation which includes keep fit, dance,
snooker, facilities in parks and community
centres for physical recreation. These figures
exclude any projects which may be submitted
by the newly designated Programme
Authorities (Brent, Tower Hamlets and
Wandsworth). This is out of the urban
programme'’s total support to sport and
recreation of some £20 million.

It should be noted that Central Government
also finances sport through the Departments of
Education and Science, Health, Trade and
Industry, Agriculture, Fisheries and Food,
Defence and the Home Office. Whether any of
this comes into London, and how much if it
does, is not possible to discover in the short
term.

Sports Council

The major national bodies for sport are the
separate Sports Councils for England, Wales,
Scotland and Northern Ireland set up in 1972
as independent bodies “to develop and
improve the knowledge and practice of sport
and physical recreation . . . and to encourage
the attainment of high standards”. To this end
they receive an annual grant from Central
Government which they then distribute or
spend according to their own priorities and on
advice from regional offices. There are nine
regional offices of the Sports Council which,
together with the Countryside Commission,
provide the secretariate for the new Regional
Councils for Sport and Recreation set up in
1976. The relevant body for London is the
Greater London and South East Council for
Sport and Recreation, which acts as a forum fol
consultation among local authorities, user and
other interests.

The Sports Council and the GLSECSR have
both recently published their plans for the
decade to 1990, ‘Sport in the Community’ and
‘Prospect for the Eighties’, respectively. Both
documents put forward a strategy which is
primarily aimed at promoting participation by
all sections of the public, though with a special
emphasis on certain target groups. The Londol
and South-East regional strategy emphasises
school leavers, the over 50's, women and girls,
and the physically disabled and mentally
handicapped, whilst the national strategy
concentrates on the 13-24 a&g‘éS-Sg years
age groups and in pa@'(c%\& on \ﬁ&n@ , schoc
leavers, parents w'gh(i/oung children, |

income householgs in \nfl th mp‘ﬁyec‘

ethnic minoritiegband t iged. 2
§ 1981-198 E
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of basic community facilities and
sent of management practices.
sirategy also looks to encourage
ough both facility provision and

st the regional strategy also aims
oee opportunities within the inner
e financial implication of the two

s that areal increase in the present
miral Government grant to the Sport
22 777 million in 1982-3) of some
ear, at 1981 prices, for the period
required.

Finance also flows from the Sports Council
directly to governing bodies and sports
development organisations, to the tune of some
£5,180,000 in 1981/82, an untraceable amount
of which, no doubt, flows into sport in London,
mainly at the upper end of the sport for national
events, teams and individuals.

The present strategies of both the Sports
Council and the GLSECSR reflect a change in
emphasis, which has evolved since the end of
the 1970’s, away from a primary focus on the

provision of facilities to an emphasis on PAGE 113
ated that during 1982/3 the Sports increasing participation, especially from those
on the advice of its regional officers, groups in the population who generally do not
e £820,000 in Greater London take part in sport. This is not to say that facilities
% This money was split into various are no longer important; they are still needed,
s of expenditure, in addition to which though again the emphasis has changed, from
2517,664 in 1981/82) is spenton the large indoor sports centres to more localised
and improvement of the Crystal Palace small scale facilities.
Sports Centre. The Football Trust,
= Sports Council, also spent
) on improving football pitches in ’
- Guring 1982/3. Greater London Council
At the local government level, the bodies
is of spending for 1982/83 involved in the financing of sport in London are
juced by the the GLSECSR) suggests that the GLC, ILEA and the local boroughs. In
g majority of the money which the Sports 1982/3 it is estimated that, excluding
o8 pumps into London still goes on capital expenditure on urban parks and open spaces
& in total some £727,250 — building indoor but including golf courses, at least £35 million
se<= clubhouses/changing rooms and was spent on the provision of sportin London
pitches — mainly for multi-sports, but by these authorities.
: tennis and cricket being by far the
=uoported single sports. In comparison The GLC’s involvement in the field of sport has,
30 is spent on equipment, coaching and traditionally, focused around the provision of
ship schemes. These bland figures can sports facilities in the metropolitan parks, the
o idea of the type of projects which have promotion of London-wide championships,
#n supported, but they include such coaching in certain sports, and, in conjunction
esves as the training of sports leaders for with the Sports Council, the running,
2-xton Leisure Centre, the provision of a maintenance and development of the Crystal
setic pitch at Willesden Stadium and grants Palace National Sports Centre. Expenditure on
= seventy voluntary clubs for capital sports facilities in the metropolitan parks is a
sects and/or the purchase of equipment. part of the parks and urban space sub-
programme which also includes a contribution
sdition, the Sports Council is putting some to the Lee Valley Park with its extensive sports
wllion a year for each of the years 1982/85 facilities. In 1983/84 the sub-programme’s
» 2 project, Action Sport, operating in budgeted net revenue expenditure amounted
pndon and the West Midlands. It aims at to some £18.091 million, which amongst other
uing sports leaders on the streetin an things runs and staffs 2 athletics stadia, 4
smpt to widen and increase participation in athletics tracks, 231 football pitches, 41 cricket
=~ In London 53 leaders in nine teams have squares, 11 rugby pitches, 9 hockey pitches, 3
gen established in narrowly defined areas swimming baths, 3 swimming pools, 116 tennis
“n the boroughs of Hackney, Tower courts, 7 bowling greens, 9 horse riding
=ts, Lewisham, Lambeth, Southwark, facilities, 16 fishing lakes, 16 netball courts, and
¢ Ealing, Hammersmith and Kensington. 2 golf courses. In addition, the net capital
7: Sports Council Expenditure in London, 1982/3
al Building Programmes £198,500
Woluntary organisation grant)
~luntary organisation loans) £528,750 (of which £74,000
=as of Special Needs grants) via loans) (,,e\JACK & ETH/V
R=aional Participation grants ¢£90,000 . &OQ’ (o) Y
Ty ko
£817,250 £ G LC
§ 1981-1986
o
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budget amounted to some £2.863 million and
included the resurfacing of the running tracks
at Battersea and Victoria parks, the acquisition
of sports areas for Burgess Park and the
provision of tennis courts in Archbishops Park.
As the Greater London Recreation Survey
points out the GLC provides and runs a not
inconsiderable proportion of London’s sports
facilities.

The balance of the Council’s sports financing
comes through its special recreation and
entertainments sub-programme, in which
specific sports expenditure can be separated
out. In 1983/84 the budget allowed some
£675,000 capital and £981,000 revenue as its
contribution towards the development and
running of the National Sports Centre at Crystal
Palace. Additional net revenue expenditure of
£278,000 is earmarked to encourage
participation through coaching and provision of
facilities, £113,000 for GLC championships
and the Marathon and a sum of money, initially
£802,000, then reduced to £700,000 to which
some £204,000 from capital reserves has
recently been added to give a total of £904,000
for sports grants. Additionally, in 1983/84, the
Council has so far financed, through its ‘stress
boroughs’ policy, the net revenue deficits of ten

. = 19 1-1986
-® involve under-ftinded sporf’s;

Swimming is another sport that’s
cheap (because it doesn’t depend
on expensive equipment), and
available to all. (Photo: David
Hoffman).

sports facilities in London, amounting to some
£3 million. It has also agreed to purchase
Brixton Recreation Centre from Lambeth who
are financially unable to run it.

For 1983/4, in order to develop its role in sport
in London the Council not only set aside
finance specifically available for the first time
for sports grants, but also set up a sports sub-
committee to develop policy and set criteria for
and give grants. The criteria adopted for capital
grants are such that priority will be given to
projects which:

® |ocate in relatively depri AGgedgrpphical
areas; %?’@L /D/C},
o

A‘\QO
L
® secure the pern’gﬁ‘nanG iliti€
£

S

o)
JAIHO®
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wolve facilities for use by women and ethnic
jorities.

ity for revenue grants is given to projects

wough regional organisations aim to develop
era sport or participation for a particular

ate activities involving women, ethnic
arities, the disabled and handicapped, the

establishments there are both facilities for sport
and specialist games teachers. Unfortunately, it
is not possible to separate out the cost of
employing these teachers or providing the
facilities. The Authority has, over the last few
years, been rearranging its provision of sports
facilities by selling some of its outlying playing
fields and sports centres — trying to ensure their
continued sports useage — and replacing them
with intensive use synthetic pitches in inner
London.

oloyed and the over 50's; Sports financing by ILEA through the channel PAGE 115
of community education is equally difficult to
slve coaching schemes to widen put a finger on as it comprises a miriad of
jcipation; classes in adult education institutes and grants
to youth centres, recreation institutes, youth
povide equipment to enable people to try clubs and organisations. In total, the net
¥ Sports; expenditure in 1982/83 was estimated to be
some £60 million though what proportion goes
wolve events of regional, national or on sport is not known. The sports facilities at
mational significance. many ILEA schools and colleges are also used
by the general public when they are not
s which have been funded so far range required for the needs of the education service.
eguipment for Battersea Labour Club The scale of this dual use of facilities cannot be
wis Club (£200), through the running of a easily arrived at, but it is an area in which
sen’s Day of Sport (£6,024), a coaching possibilities and opportunities for expansion
d scheme for the British Judo Association undoubtedly exist. Both ILEA and the Sports
3810), the setting up of the Foundation for Council are actively involved in exploring their
Asians in Sport (£21,600) to the potential.
smunity use of the new pitch at Fulham FC
20.000) and the development of Feltham
2 (£200,000). At this stage it is, however, The London Boroughs
sssible to give a full breakdown of grants
scation, sport, target group, equipment The exact extent of sports financing by the
ased, etc. but this information will be London boroughs is difficult to assess because
= available when it has been prepared. of the different ways in which they interpret
what sport is, and because money flows
through a variety of mechanisms and comes
or London Education Authority
Table 8: Net Revenue Estimates, 1982-3, for
=r London Education Authority also Sports and Recreation Spending in London
s a great number of sporting
junities, through two channels; one, Urban Parks
higher and further education, and two, and Open
education. In the former channel £'000 (Nov. 1981) Spaces
o=t visible area of financing is expenditure
s and swimming supporthserlviCeS, i Greater London Council 10,010
» covers the cost of eight schools’ sports
2 boathouse, schogol playing fields, hire London Boroughs 68,164
< for facilities to supplement the
s own and swimEnF)ing instructors. The TOTAL LONDON 73,163
2= budget for this in 1982/83 was
million. Additionally, in all ILEA schools Source: as above
=r and higher education
immi entres Sports Golf  Recreational
Sw;)rgg;;ng wci;tﬁnlgfgls wigwut Pool Fa‘c):ilities Courses Grants TOTAL
i -onoon o 744 . v = 3,854 4,598 SACK& E7y
andon Boroughs 7,929 7,911 3,652 2,704  CR141 2,871 24,926 4\*0%% ’V/c%
o
. )
STAL LONDON 7,929 8,655 3,652 2,704 CR141 6,725 29.5_2\@’ G L C 7%
2 :%: 1981-1986 %
Source: CIPFA, Leisure and Recreation Statistics, 1982/83, Estimates 5 Working for London m
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s departments. From the very
hich are available it appears that
‘collectively, play the major role

= facilities and opportunities.

= that the net revenue spending
% London boroughs, in the year
s almost £25m, to which should be
swn proportion of the £63m
%0 spend on urban parks and
s order to reflect the provision of
£= in such locations. Table 8 gives
is picture and suggests that

penditure is about six times that of
e level of revenue spending varies
iy. however, from one borough to

= lower end, there are the City of
maston upon Thames' and Sutton all
%0 spend less than £200,000in
ghiist at the upper end there are
meets, Lambeth and Islington all
%0 spend over £2 million. These
remain at the top and bottom of
whe population size is taken into

son Tower Hamlets, Lambeth and
are proposing to spend more than £10
‘Hammersmith, and Kingston and
= both proposing to spend less than
2d. though the City of London

g £4 35 per head.

= side of the coin is the sports facilities

%= provided by local authorities. Whilst

‘would argue that any of London’s

b are over-provided for, the Sports

! consider that there are several areas of
~iency in sports facilities in Greater

These are:

sports provision
@ 2nd Dagenham

gor swimming pools

sive use — pitches

ich
snaton and Chelsea
+ i
sham
ndsworth
esiminster

The London Marathon,

ored by the GLC, is already a
national institution. By

g the Marathon open to

of all levels of ability,

g people with disabilities, it
s demonstrated that sport need
be about rugged

alism. (Photos: GLC).

The Future

The pattern of funding sport by local
government in London will, of course, be
seriously affected by the proposed abolition of
the GLC. Itis proposed that the boroughs will
assume the GLC's sports responsibilities,
though the future of the Crystal Palace National
Sports Centre, which is jointly financed by the
GLC with the Sports Council, is yet to be
decided. The arrangements for the GLC'’s large
urban parks and open spaces which provide
sports facilities and are either located in two
boroughs or are used by residents of more than
one borough, e.g. Victoria Park, Wormwood
Scrubs and Battersea Park, have not yet been
addressed, though the arts consultation paper
talks of ‘voluntary co-operation between the
Councils concerned’. However, given that the
moves which the GLC is now making in the
field of sport are undertaken as a power as
opposed to as a statutory requirement there is
no guarantee that the Council’s intervention
would be continued and developed throughout
London. Given the present under-provision of
facilities in some areas of London, and the low
level of participation by many groups in the
population, such a possibility cannot be one
that is to be taken lightly.

More fundamentally, it appears that the general
approach behind the Government's proposals
for the arts in a streamlined London is that it
wishes local authorities to pursue private
patronage and sponsorship with vigour.
However, as the Howell report notes,
sponsorship tends to be restricted to top level
teams, individuals and events with little going to
local sport. This tendency is unlikely to change
following the proposed abolition of the GLC.
Furthermore, there are also moves within local
government to sell-off public sports assets to
commercial organisations. It appears that such
moves would be encouraged with the
proposed new arrangements for sports
funding, with all the attendant problems of
access for certain groups of the population
which a move to market distribution of services
would entail. The future of Sports for All, in
which all ages, both sexes and all ethnic
minorities participate as freely as possible, is
bleak.

PAGE 117

=

parmindervir.com



PAGE 118

References

Campbell, D., 1983, Running into trouble, New
Statesman, 22 April.

Central Council for Physical Recreation, 1983,
Committee of Enquiry into Sports Sponsorship,
The Howell Report.

Chelsea Football and Athletic Company
Limited, 1981, Report and Financial
Statements.

British Business, 1983, Distributive and service
trades results of four year inquiry, 15 July,
p.682-688.

Economist Intelligence Unit, 1980, Sponsorship
1980/81, Special Report No.86

Greater London Council, 1976, Greater
London Recreation Survey.

Ingham, R., 1981, Football and the Community,
Sports Council.

Kinsman, F., 1983, The UK leisure markets:
1983 survey and forecasts to 1988.

Leisure Consultants, 1982, Annual Leisure
Review, 1982.

Marketing Strategies for Industry (UK) Ltd,
1983, Database: sports equipment: UK:
January 1983.

Martin, W.H., and Mason, S., 1980, The UK
Sports Market.

Sportscan, 1980, 1981 and 1982, Analysis on
Sports Sponsorship.

Sports Council/General Marketing Services,
1981, A Report on the allocation of monies by
companies towards sponsorship of sport in the
UK.

Sports Council, 1983, The Financing of Sportin
the United Kingdom, Information Service No.8.

Whannel, G., 1988, Blowing the Whistle, Pluto
Press.

Footnotes

1. A sketch guide to sports financing in London
by the public sector is available

2. The emphasis on ‘work rate’, ‘output’ and
other parallels drawn with industrial production
might also be an image of sport which deters
participation

3. Screen Sport, who hold a contract to supply
Rediffusion with a sport channel have
agreements with programme suppliers in
Germany, Italy, Canada, Australia and
America. The programmes on the preliminary
schedule range from top US golf to British dog

racing, European soccer, Canadian ice hoc
and Australian cricket

4. The wide variety of 1980 figures reflects tl
difficulties of obtaining information and the
different definitions used and sports covere
The figure of £10m is a Sportscan estimate «
reported sponsorship and the £65m a Spor
Council/General Marketing Service (1981)
estimate of total spending, including Sports
Council, Sports Aid Foundation and CCPR.
Other 1980 estimates include one of £46m
from the Economist Intelligence Unit (1980)
and two by the Sports Council/GMS which
£35m for visible sponsorship and £14m for
visible sponsorship excluding horse racing.
1981 Sportscan reported sponsorship react
£21m.

5. The sponsorship of individuals is growing
rapidly. The IAAA rules have been changed
allow individual sponsorship and prize mon
the appearance of players looking like mobi
billboards at tennis events and the success

Mark McCormack’s International managem
Group in realising the commercial/promotic
value of top sportsmen — in the main — are a
manifestations of this trend.

6. Even within this select circle, the majority
sponsorship finds its way to the First Divisio
clubs with only Brentford (£10,000), Millwall
(£15,000 over 3 years), Crystal Palace
(unknown) and Wimbledon (£4,000) outsidt
the First Division having any.

7. It should be noted that Martin and Mason
warn that these estimates are very tentative ¢
based on inadequate data.

8. One of the largest areas of expansion in
‘sport’ has been the magazines which are ps
of the boom in running and fitness, and whic
emphasize clothing and footwear in an atter
to sell goods not to give information.

9. Consumer spending on sports goods is
expected to increase 15% between 1982 an
1985 and 20% between 1985 and 1988, anc
participation sports spending by the same
amounts. Spectator sports spending is
expected to fall 9% between 1982 and 1985
and then a further 5.6% between 1985 and
1988 (Kinsman, 1983).

10. Other professional sports in London,
basketball and boxing being the two main o
do not own their own facilities, but lease thel
from either the local authority or commercia
organisations.

11. This was the objective put forward by the
DOE when launching the scheme in May 19

12. An all-weather ﬂood ighksurace at QPR
with basic changln ities, and"é’@ports r

at West Ham's trgmlng iround with cﬁﬁg}gln

and shower fag}ltles
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RFORMING
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abeth Omand

pduction

purpose of this chapter is to give

%around information on, and policy issues
ena from the performing arts industries in
don. The term ‘performing arts’ covers a

= range of activities: for the purpose of this
“r we have concentrated particularly on the
e=+re and theatre companies/groups. We

= included information on dance and opera
sductions where this has been readily

lable, but time constraints combined with

= yery broad subject area covered in this

ser have not permitted a more detailed
ination of the statistics relating to dance/
pera.

he main focus of the chapter is on
somponents and aspects of the production
scess and the inputs which contribute to a
seatrical production or show, from the large
~ale commercial and subsidised productions
she West End to the smallest scale alternative
4 community productions playing ata variety
o venues throughout London, perhaps using
only five actors or even fewer. In considering
#his process we have looked at employment,
#nance, the buildings used and production
costs and income.

The performing arts sector covers venues
ranging from the largest London auditoria
capable of seating an audience of 2,000 or
more to pubs and clubs where under 50 people
may be able to see the performance.
Production costs, numbers employed, the
amount of advertising and publicity vary greatly
from one end of the spectrum to the other.
Patterns of financing are complex. In this paper
the term ‘commercial theatre in the West End’
means large scale theatre financed privately
sither out of the profits of past productions or
by individual, often smallscale, investors. ‘State
subsidised’ theatre refers to the major Arts
Council funded companies - the Royal Opera

House, English National Opera, London
Festival Ballet, Royal Shakespeare Company
and the National Theatre. In addition there are
smaller Arts Council subsidised theatres mainly
but not entirely out of the West End - for
example Hampstead Theatre, English Stage
Company Ltd (Royal Court), the Young Vic
Company. Eleven London Boroughs run
theatres; the companies using them may or
may not be subsidised.

The Arts Council subsidises some alternative
and community theatre direct, or they may be
subsidised through the Greater London Arts
Association, the GLC, borough councils or
through various charitable trusts. There is no
easy definition of ‘alternative theatre’. In this
paper it will be used to denote companies /
performances that having rejected the current
West End ethos of largescale commercial
production, are seeking to produce plays which
are radical either dramatically or politically.
They may be aiming to convey ideas and ways
of looking at situations in which the
conventional theatre is not usually currently
interested, and/or they may be doing this by
using experimental dramatic forms. There is
usually an associated aim of trying to reach
audiences who don't normally go to the West
End theatre. Having made this point, a number
of productions by ‘alternative’ theatre
companies have transferred to the West End
recently, so the links between different forms of
theatre are greater than might at first appear.

PAGE 119

‘Community’ theatre may seem to overlap with
alternative theatre but the distinguishing feature
is the aim of involving the audience in the
process of dramatic production. There are
some companies which involve their target
audience in providing material for shows;
others may involve audiences by encouraging
their participation either during the show or in
discussion afterwards. A necessary aspect of
community theatre is the taking of the
production out into the community - to pubs,
community centres, schools, festivals and so
on: accessibility is another important feature.

Why should the GLC be concerned with the
process of theatrical production? There are
several important reasons:

® The GLC has funded four out of five major
London based subsidised theatres or
companies for some years; these are the Royal
Opera House, the English National Opera,
London Festival Ballet and more recently, the
National Theatre.

® The GLC is increasingly funding alternative
and community drama groups; the current
administration at County Hall is very concerned
that its expenditure on the arts should resultin a
much higher proportion of Londoners (and a Q’g\,IxCK & ETH/V

. : : : i /
wider range of socioeconomic groups) havygg 04
access to arts activities than in the past. Tg‘é N
problem here is that the commercial thegre in G LC
the West End and the London based g
subsidised theatres attract very much higher
proportions of the professional / managerdVorking for London
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classes-to their productions than arfe present in
London’s population as a whole.

® The GLC is currently particularly concerned
with structural inequalities in the position of
women and many minority groups, particularly
ethnic minority groups, in many aspects of
London life. This concern is reflected in
policies relating to all functions for which the
GLC has responsibility, including Arts &
Recreation. There is a need to consider the
contribution that arts funding can make towards
redressing these inequalities.

® |t might be thought that the impact of GLC
policies on West End theatre was limited. It is
true that many of the West End theatre
management's chief concerns are the
responsibility of national rather than local
government (for example, in relation to the
deep resentment on the part of many theatre
managers and producers that V.A.T. has to be
paid on tickets). Nevertheless, certain GLC
policies can incidentally have far reaching
effects on demand for theatrical productions -
for example the recent underground and bus
fare reductions are said to have resulted in
more people travelling to the West End for a
night out at the theatre.

® The GLC owns the freehold of seven of
London’s West End theatres. In these cases
there is scope for intervention as considered
appropriate in the context of London-wide arts
policies.

® The GLC’s Industry and Employment
Committee has the function of monitoring
changes in employment numbers and
prospects for different groups in the London
economy. The theatre industry in London
employs people directly, and many other
sections for example advertising, catering,
printing are indirectly affected by the fortunes
of the commercial and subsidised theatre.

In looking at the various aspects of theatrical
production, and the areas where GLC policies
are making an impact, the chapter will outline
issues or topics for discussion.

A note on statistical sources and other
information

There is a wealth of information about some
aspects of theatre production, much of it
inconsistent. A recent publication from the
Policy Studies Institute, ‘Facts about the Arts’
brings together much of the available
information from official sources and recent
surveys carried out in subjects related to the
performing arts.(1)

Much of the information used in this chapter
comes from this source. In the area of
subsidised theatre and opera/dance itis
difficult to relate costs to particular productions
without much more detailed work. The
commercial theatre represents an area where
even less is known. Total production costs may

be freely quoted in the press, but precise
breakdowns of costs, and definitions, are ve
hard to come by. There is little information
available on many alternative and commun
theatre groups costs. The problems will be
more apparent as different aspects of costs
discussed.

Employment

Some information about employment in the
performing arts industries is available from
trade unions and professional associations
and from a survey carried out by the Arts ai
Leisure Research Unit of the Polytechnic o
Central London whose summarised results
published in ‘Facts about the Arts’.(2)

Table 1 gives membership of the major tras
unions whose members work in the field o
performing arts for Great Britain as a whole

It is difficult to obtain corresponding figure:
membership in the Greater London area. 1
ALRU Survey (2) estimated that in 1978 3¢
Equity members lived in Greater London a
“further 24% lived in the South East. Itis like
that a sizeable proportion of this 24% look
London as their main area of employment,
although many actors will have periods of
in London and other regions in Great Brita
As well as the actors and other theatre staf
employed, the performing arts industry als
generates employment in a host of other
supporting service industries.

Insecurity and Unemployment

There are certain characteristics of the
performing arts sector which make
employment in it subject to a very high lev:
insecurity. Actors in some of the larger sta
subsidised ccmpanies may be contracted
work for the company for periods of time
varying between eight weeks and 60 week
although contracts can be and often are
renewed. In the commercial theatre on the
other hand, actors are normally taken on f
specific production and their immediate
employment prospects depend on the sut
or otherwise of that production. Alternative
community theatre groups may have a co
a few actors who are employed in most of
productions, and then hire extra people a:
required. Maintenance of a small core of
employment in alternative theatre compar
may be made difficult or impossible by
uncertainties over funding which usually ¢
from a number of sources.

The ALRU survey of Actomsiguity (2 ) esti
that members o@%s union spe?(t’can averc

33 weeks a yeér wogking as rs m
1977/78; o‘ug'er S L for
suggests weve timed 5

their me ershlp are unemployed. Thése

averages CoNARSHRIHHUIESRABH ™ ©
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Association
on of Theatrical, Television and

' opportunities - established actors
®ng most of the year, but many less
or less skilled may be working only
of the year. Anecdotal evidence

=t 2 proportion of Equity members
aarily on other full time

s for their income and audition for

¥ 2o productions a year, but there is
2on on the numbers involved.

contracts, unionisation

s and other performers, Equity

S minimum wage rates; above that

e practice is usually for performers

= individually with the management

= concerned, although in some

= state subsidised theatre in London,

‘opera and ballet and subsidised

ry \non West End) theatres, the union

potiate house agreements covering all

mers at the theatre. Figures obtained

show that the minimum wage rates

mparatively low; in the West End and the

state subsidised companies they are

=r week, in the alternative and

; theatre field they are £102 per

L. @nd in some subsidised non central

mory theatres they are £90.50 per week. It

=l be that the performing arts industry

‘Saher income differentials than any other.
e State subsidised theatre companies in

on top performers may be paid £500 per

while in the commercial theatre figures

times this amount can be paid. In one

o state subsidised activity - opera -

sement of performers is higher than in almost
sommercial performing arts activity: a recent

wermmment financial survey of the Royal

2 House (3) shows that guest singers can

paid as much as £6,000 per performance.

or actors, musicians and dancers in the West
2na theatre at least, the profession is virtually a
»sed shop. All West End theatres, state
bsidised theatres and repertory theatres in
_ondon must pay Equity rates. Despite the
istence of a few non West End small theatres
ere actors do not receive Equity minima,
‘personnel at Equity do not consider
‘employment of non-union members a major
oroblem. In the last five years the Independent
Theatre Council and Equity have made great
progress in ensuring that practically all actors,
musicians and dancers in the alternative

p of Trade Unions and Professional Associations (thousands)

1981
1971 1981 Men Women
19.5 30.2 15.4* 13.9*
15.6 19.1 9.9 9.2

the Arts/figures from trade unions and professional associations.
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theatre sector are paid at the Equity minimum
for this type of work and are members of
Equity. It seems to be accepted that newly
formed groups may not initially be able to pay
Equity rates but they are encouraged to reach
this position. There is some concern in the
alternative and community theatre that MSC
grants to small theatre groups may not allow the
payment of Equity minimum rate, and the
question arises at to whether other funding
bodies such as the GLC should give grants to
‘top up’ wage levels to Equity minimum, or not.

Associated with the high level of unemployment
in the acting profession mentioned above is the
fact that Equity membership is not immediately
available for an actor or other performer
wanting to work in the theatre. A provisional
Equity card is given to performers working with
an accredited company paying Equity wage
rates; they then have to work for a period of
time in non-West End venues before being
awarded full Equity membership. The union
covers opera singers, and soloists and dancers
as well as actors.

Employment links with other cultural
industries

For those working in the theatre both on and off
stage there are employment links with other
cultural industries. To a large extent those
employed in the performing arts sector live with
the inherent insecurity of their profession, and
value the opportunities it gives them for working
in a variety of areas within the performing arts
field, and for moving between one cultural
medium and another. The fact that, for
example, actors may be working for a short
time in London theatre, followed by a spell in
regional repertory theatre and interspersed with
work in the film industry or television also
explains why information on those employed in
the performing arts field is so difficult to obtain.
In 1977/8 the distribution of employed Equity
members (in terms of working weeks)
(according to the ALRU Survey cited above
(2)) was as follows: 19% of the sample were
working in radio and TV, and cinema, and 75%
in live performances. This latter category was :
broken down as follows: concerts, opera and 4
ballet - 5%, theatre - 54%, clubs - 15%. ‘Otherb
performing arts’ accounted for the remalnlngg
5%. These results give an idea of the @
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cultural sectors, but we have no statistical
information on the extent to which they move
from one sector to another. Similarly actors
may move from the state subsidised to the
commercial theatre and back again over the
course of a few years, and increasingly actors
may be transferred when productions starting
life in alternative or regional repertory venues
are transferred to the West End.

Information from NATTKE given in ‘Facts about
the Arts’ (1) shows that the distribution of their
members at the end of 1979 was as follows:
theatre, 2,600; cinema 4,500; television, 6,500
and film 1,900. A miscellaneous category said
to comprise mainly those working in bingo
halls, accounts for the remaining 1,500 of the
membership.

Women in the Theatre

Equity states that it currently has on its
membership list 16,594 men and 15,104
women. The numbers of men and women
employed in the theatre may be nearly equal,
but many women in the theatre feel strongly
about the fact that theatrical production is
dominated by men. A recent paper from the
Media and Arts Working Group of the Women'’s
Committee (4) has made the case for special
priority to be given to women in the Arts. It
points out that most artistic directors and
administrators in the theatre are men, and that
the majority of plays put on will have more parts
for men, and women'’s parts will be stereo-
typed and of less importance, and asks that the
GLC ‘should address itself to the inequality of
women when considering funding to cultural
bodies, not only in community and ethnic arts
but also in the traditional field’. Other
organisations are also concerned with
inequalities in the provision of women in the
performing arts. The Women'’s Playhouse
Project has the aim of purchasing a Central
London theatre which will specifically provide
opportunities for women currently working in
the theatre but also offer a training ground and
a model for young women who anticipate a
professional theatrical career. This will give
women writers and directors a chance to offer
mainstream London audiences work which ‘is
distinguished by its attention to the points of
view and concerns of women'.

Increasingly over the last ten years alternative

and community theatre groups have been set
up, run mainly or entirely by women, and with
the aim of presenting performances which raise
issues relating 1o sexual inequalities in society.
The GLC is currently funding a number of these
groups. Many other community arts drama
groups also cover these issues in their
performances of course.

Ethnic Minority Groups in the Performing
Arts

The conditions affecting the role of women in
the theatre are generally felt to apply with even

greater force in the case of ethnic minorities. A
recent paper on Black Theatre Policy (5)
submitted to the Ethnic Arts Sub-committee
outlined the two directions currently being
taken taken by ethnic art. In the commercial
theatre black drama has tended to be seen as
an ‘exotic spectacle’ (dancing, musical
performances of various types) or has been
directed towards the presentation of situations
seen to be confined to black people. Thus
black actors may be forced to play mainly
stereo-typed roles in performances which are
directed primarily at white middle class
audiences.

An area of increasing importance over the last
ten years has been the emergence of black
drama groups publicly funded to a large extent
and working in a community context. The
author of the paper on black theatre policy
points out that this approach too has its
dangers - that performances ‘may offer a view
of black life which is practically unrecognisable
to anyone who doesn’t belong to these groups'.
Itis also pointed out that while both commercial
and community theatre have enabled the
emergence of excellent black actors, few
directors and playwrights have been given the
opportunity to develop. The paper concludes
with recommendations that a proposal should
be developed for the establishment of a central
black repertory, and that plans to increase the
number of black actors employed in the major
subsidised companies should be devised. A
competition for plays written by ethnic minority
group members is also a possibility. There are
other opportunities for funding organisations to
ask for training opportunities in the theatre to be
made more widely available to members of
ethnic minorities. Equity is pressing ultimately
for integrated casting along the lines currently
being implemented in the United States, where
choice of actors is seen to be solely dependent
on ability and suitability for the part rather than
racial origin. In this context it has to be said that
recent initiatives by television companies
(particularly Channel 4) to employ more black
actors and presenters are helping to geta
public awareness and acceptance of ethnic
minority actors.

The GLC is presently funding the establishment
of a Black Arts Centre at the Roundhouse,
which will provide opportunities and space for
groups working in a variety of cultural media.

Training Needs

Actors in the West End and large state

subsidised companies have almost always
received formal training at drama schools. A
variety of courses also exist for those empl
in backstage production such as lighting,
scenery, design and so on, md%ﬁ%ﬁa@
suggested above, not eVQ one is happy

the opportunities for wg enGaL c "
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=n Theatre Directory 1981 (7) lists 81

gitoria in the Greater London area. Of

ently 46 theatres belong to the

\of West End Theatres. Included in the

@ theatre total are eight major state

g=d theatres. The remaining 35 theatres
1 theatres owned by Borough

10 comparatively small theatres

side the West End receiving Arts

subsidies and subsidies from other

and nine run by drama schools. ILEA

ity of London Theatres and theatres

L centres providing a range of cultural

jes make up the remainder of the non

“nad theatres. The size (seating capacity)

=s in London shows great variations;

atres had 2,000 or more seats while

=r four had between 1,500-1,999. At the

:nd of the scale, 15 theatres had fewer

00 seats.

5L C has some direct interest in theatres
3n its ownership of seven London
2ds in the West End. Many West End

areas designated as Conservation Areas. The
existence of the Use Classes Order restricts the
purposes for which theatres can be used, but
the Historic Buildings Panel and the GLC Arts
and Recreation Committee have recently
agreed that the Use Classes Order needs an
amendment to prevent the easy conversation of
theatres to cinemas (6). The majority of
London's West End theatres were built before
1900 and there is widespread concern that
theatres, which are seen as contributing
materially to the status of London as a world
centre of the theatrical arts, should be
preserved and kept open for theatrical
performances. There are various other
organisations, such as the Theatres’ Trust and
the Save London’s Theatres Campaign which
have a direct interest in the preservation and
continued use of historic theatres. The age of
the buildings and rising expectation of what
both audiences and performers require in the
way of facilities mean that many buildings
require substantial and expensive renovation if
they are to be brought up to acceptable
standards of comfort, convenience and safety.
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The fortunes of the West End theatre show
great volatility. There has recently been arise in
the number of theatres changing ownership,
which may affect the number and duration of
productions considerably. In March 1983 there
were 16 ‘dark’ theatres in the West End; by the
beginning of December 1983 not a single
theatre was dark, a situation unheard of for at
least five years (8). It is difficult to say therefore
whether there is in fact ‘over capacity’ in theatre
buildings or not. Certainly the numbers visiting
the West End theatre have increased in the last
two years. And the theatre industry has
experienced large increases in capacity over a
longer time span; in the last ten years 10,000
seats have been added to the theatre industry
in the West End (9).

Alternative and community theatre groups are
generally less likely to use established theatres
for productions, although a number of
alternative theatre groups have transferred
productions to the West End - for example Belt
and Braces transferred ‘Accidental Death of an
Anarchist to Wyndhams Theatre where it ran
for two years. While some alternative theatre
companies may use regional repertory theatres
or Arts Council subsidised theatres in outer
London for their performances, the nature of
community theatre, with its emphasis in taking
drama out into a variety of community venues,
means that clubs, pubs, church halls,
community centres and arts centres are all
used for performances. To give an idea of the
range of venues, one community theatre group
states in its annual accounts that in 1981/82 it
gave 261 performances of which 41 were in
pubs, 48 in community centres, 17 in o
community venues, 16 in student venues, 5 in R
cafes, 19 in open spaces (of which 13 werein &
Covent Garden portico) 5 in theatre foyers, 10 _§’

in schools, 26 in small theatres, 40 at festivals £
and 29 in play schemes. &
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Although community and alternative theatre
groups may perform in a variety of different
venues, buildings may be required for some as
a home base for rehersals and associated
activities. There is no collated information on
how many groups own buildings as a base, but
the GLC has recently given a grant for example
for the purchase of a house for the Tara Arts
Group and there are possibilities for the GLC
assisted Black Arts Centre at the Roundhouse,
and a Theatre Resource Centre which a
number of community theatre groups could
use for rehearsals, storage, construction of
scenery/props and as a meeting place.

There is a need to develop a policy for theatre
buildings in the light of fuller information on
what are current requirements for the
commercial and state subsidised sectors of the
performing arts. This might be a policy area
where the GLC's main role is advocacy rather
than direct financial input. Any decisions on
possible financial contributions must be seen in
the context of overall arts funding policy.

Sources of Finance and
Costs of Production

The performing arts sector is one in which there
is an enormous variation in scale of financing
and costs of production. It is also one in which
any theatre company, whether state
subsidised, commercial West End or small
scale venue based or touring is subjectto a
high level of financial insecurity. This insecurity
results from the risks inherent in competing for
a particularly volatile component of consumers
discretionary income, and also from
uncertainties over sources of finance, whether
this is private investment or funding
organisations.

The Commercial Theatre

The commercial theatre in the main is
completely privately financed, although the
Theatres Investment Fund has provided limited
capital for some new productions in the last five
years. For theatres with producing
managements, finance for new productions
may come from the profits of past productions,
or it may be raised from a large number of
small investors (‘angels’) some investing as little
as £100. For independent producers,
investment by small investors provides the
main source of capital; this is an area in which
commercial organisations with funds to invest
are not on the whole interested. Investors are
paid back out of the surplus over weekly
running costs once the production opens at a
theatre. A figure widely quoted, but for which
there is no detailed statistical back up, is that
out of 5 productions, one will make a profit, two
will break even, and two will make a loss.
Productions need to run for at least four and
probably six months before they break even,

even at relatively high audience capacity levels
of 70 per cent.

Hard information on costs of theatre productiol
is difficult to come by. Figures currently quotec
in the press suggest that a play may cost
£100,000 to put on, musicals £500,000 or in
exceptional circumstances £1m. A ‘typical
budget' for musicals and plays is given in Johr
Pick's book The West End Theatre:
Mismanagement and Snobbery (10); total
production costs for a typical musical are giver
as £460,000 and for a play £95,000. Weekly
running costs are also given (see Table 2).
What emerges from these figures is the _
comparatively low direct salaries and wages
component in production costs, around 16 ant
13% respectively. Scenery and properties and
printing / publicity are important components i
production costs and thus indirectly help to
create and maintain employment in the Londo
area, but further work is needed before the
contribution of the commercial theatre to
London’s economy can be assessed. The
British Theatre Directory 1981 (7) lists for
example 50 companies providing lighting for
the theatre, 37 companies concerned with
costume making and hire, 44 companies
providing theatre properties. In addition there
are advertising and publicity companies and
actors agents, many of whom rely substantiall
on the commercial theatre for their income an
profitability.

As the table shows, in the case of running
costs, salaries of actors, musicians, and theat:
staff form a much higher proportion of total
costs - just over 50% in the case of musicals
and 43% in the case of plays.

Large state subsidised companies

The main source of funds for English Nationa
Opera, Royal Opera House, the Royal
Shakespeare Company, the National Theatre
and the London Festival Ballet is the Arts
Council. Another paper on arts funding (11)
gives further details of these grants, which in
the year 1981/82 totalled £23 million. The
proportion of ‘earned income’ i.e. receipt from
ticket sales, varies enormously between these
companies. The Royal Opera House receives
44% of its income from ticket sales (12) while
the English National Opera earns 28% of its
income; however each performance at the
Royal Opera House in 1980/81 was subsidist
to the extent of £31,200, compared with a figt
for ENO of £22,500. Subsidies per
performance for opera are the highest for any
form of performing arts; high standards (and
consequently costs) in production design
combined with numbers of singers and
musicians and perhaps, I, the fact the
both those compani S*:Erél}%%l ertoire:
of around six or ng?e opera productiorig at al
one time helps tg exp, e fj S. (’fher
are no figures_g@adilyﬁ; le fﬁ cost®
attributable toSetting u %
performancegof opera and thosé of changif
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of production and running costs in West End commercial theatre (1982)

Production Costs

Musical Play
125,000 20,000
50,000 8,000
25,000 2,000
ors, musicians and staff 75,000 12,000
‘ - designers, choreographer, etc. 25,000 10,000 PAGE 125
I charges 25,000 10,000
d lighting 15,000 5,000
ansport 5,000 1,500
ersing and publicity 60,000 20,000
e Fees 4,000 2,000
gnd insurance 5,000 1,000
S 2udition expenses 5,000 1,000
pn and music-copying 30,000 —
poms, scripts, etc. 5,000 1,500
6,000 1,000

£460,000 £95,000

Running Costs (Weekly)

actors and staff 12,000 3,250
musicians 4,500 -
 theatre staff 6,000 2,500

national insurance 2,000 600

~ holiday provision 800 200
~ rent 10,000 3,000
Sght, heat and other charges 1,500 1,000

. 2,000 1,500
eguipment 2,500 500
pent Fee 500 400
250 50

s —authors 3,750 1,126
directors, choreographer 2,000 450
management 500 150

pes (cleaning, replacement, etc) 1,200 20
£50,000 £15,000

The West End: Mismanagement and Snobbery.

cannot be readily accounted for by variations in

. costs, costumes etc. nightly or every
the type of production they put on. State

S
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o three days).
subsidised theatre and opera companies also
= productions atthe National Theatre attract a certain amount of private sponsorship
#e BRSC had much lower subsidies per (15). Q\ACK & ET,
~~mance of £4,600 and £1,750 respectively o e
381/82 and received in the case of the Because the state subsidised companies are 3"* %,
-nal Theatre 34% ‘earned income’ and in running a repertoire system with specialist ¥ G LC
icase of the RSC 58% ‘earned income’. The departments working on publicity, costume;gt.
ations in subsidy to these two theatres scenery and so on for all productions, figurés 1981-1986
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for individual production costs comparable to
those given for the commercial sector are not
available. The Royal Opera House gives figures
for costs of new productions; in 1980/81 these
varied from £113,448 to £253,153, but
publicity, staging, rehersal and a number of
other costs are not included.

A recent Government report on the Royal
Opera House (3) considers that savings could
be made in certain production costs by
streamlining union work practices backstage
and by effecting some savings in for example
costume costs. Costumes at the ROH cost on
average of £600 apiece, six times as much as
one West End theatre producer recently quoted
in the press (13) reckons to spend on
costumes.

The repertoire system undoubtedly adds to
running costs in the state subsidised sector. It
has advantages for actors in that they are not
playing the same part continually for weeks or
months on end, and this may contribute to the
high standard of performance. In the view of a
number of commercial producers it also makes
established actors more inclined to work in the
state subsidised sector, where they will in any
case be paid well above the Equity minimum -
commercial theatre management may find
themselves having to pay very high salaries to
such actors to get them to act in a performance.

Production costs and their relation to the
nature of the production: large theatre
companies

The previous sections on production costs
have highlighted the scale of productions in
both the West End theatre and much of the
state subsidised sector. Costs have increased
greatly over time. Baumel and Bowen, in one
article on the economic problems of the
performing arts (16), point out that in the state
subsidised sector, the aspirations to excellence
and the way in which these organisations are
funded, combined with a general inability to
benefit from technologically induced
productivity increases, make for escalating
costs over time. John Pick (10) details the
process of production in the commercial
theatre over the last 140 years and shows how it
has become vastly more complex and thus
expensive. He considers that theatre managers
deliberately created a style which required an
ever increasing proportion of costs to go for
backstage and various support services, such
as publicity, and which was associated with
attracting higher and higher proportions of
wealthy middle class audiences.

However one views the reasons for increasing
costs in the West End theatre it seems that both
the commercial theatre and the large state
subsidised companies have got themselves
into a situation where they think it necessary to
produce plays and musicals on a lavish scale,
because that is what the audience wants; where
in terms of cost proportions of off-stage staff to

actors are increasing over time; and where
competition between theatres has helped to
force up advertising and publicity costs. The
practice of contracting out scenery design,
props, costumes etc. in commercial theatres
adds to overall costs as those companies
specializing in aspects of theatre production
must all make a profit.

Although there is some doubt as to whether
West End ticket prices have increased faster
than the rate of inflation in recent years, prices
are generally high when compared with other
forms of entertainment. The average West End
theatre ticket in 1982 cost over £6 and averages
for subsidised opera tickets for 1981/2 were
£7.50. This inevitably results in the West End
theatre audiences coming disproportionately
from higher income groups.

Commercial theatres have to provide ‘what the
public wants' in terms of type of production,
because they depend totally on ticket sales as a
source of income. The state subsidised
theatres have different aims, concerned with
presenting a high quality of performance and
presenting a range of different works, whether
these are mainstream traditional drama or
those of new writers in the theatre. There is
however concern among a number of West
End producers, examplified by a recent article
in The Stage (17), that subsidised companies
are usurping their traditional roles and putting
on more and more popular works and revivals,
while it is the commercial theatre which is
prepared to put on plays by new and fringe
writers. Financial pressures and uncertainties
have undoubtedly led the subsidised
companies to become more aware of box
office sales figures in the past four years, and it
is certainly true that individual producers in the
commercial theatres have put on a number of
alternative ‘fringe’ productions and plays by
serious living writers.

Income from productions: Commercial and
state subsidised West End theatre

In 1982 ticket sales in the West End, including
the seven large state subsidised theatres,
totalled £59m (9). This represents an increase
of nearly 20% over 1981 figures, despite the
reduction in number of shows put on by the
grant aided sector.

Nearly 9 million tickets were sold in the West
End in 1982, an average of nearly 30,000 every’
night. One point to mention is that 25% of the
audience in 1982 were from overseas, over h
from North America. It can be assumed
therefore that West End theatre is, like many
other industries, subject to exter % nfluences
such as the relation of the po é&l H;o) ar,
although in this case a @enng of the ster

exchange rate, relatlvg ri
beneficial to the theafre an indWlstries
relating to tourists, as it encol

Americans to visit te UK. Iti is dif |cu?t8to
quantify this effect ho rking for London
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The Society of West End
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® 1882 (9). To put this figure into
%S s just £1m less than the Arts
s 0 the National Theatre Board
Cn 1281/82, which together
&8 5 million. Thus there can be
\@=gree of cross supsidisation

= all the commercial theatres

sect 1o VAT, whereas for state
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ponent is subject to VAT. Various
representing the theatres’
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g and Costs - alternative and
theatre companies

West End theatre companies in
subject to much greater levels of
Isecurity than the larger companies
g=0 2bove. They must all depend on
sy to a large extent; the Arts
e Greater London Arts Association
pularly in the last two years, the GLC
sortant sources of finance. In 1981/
received £1.2m for distribution to
based small theatre companies.

Aris and Recreation Committee paper
=< details of GLC grants to cultural and
Bbodies. In 1983/84 some £935,926 is

or operating expenses for Theatres and

2 groups, £398,542 for Community Arts
iCommittee funded drama groups and a
£830,000 for Ethnic Arts Sub-

attee (this includes all Ethnic Arts, not just
_More research is needed to assess

= GLC's considerably increased

contribution to drama groups in London is
helping to maintain these groups and how it
relates to other funding sources.

Funding and its relation to alternative/
community group productions

Small alternative theatre companies (non venue
based) may receive subsidies for a particular
production, or for particular items of
equipment. They are not, as in the case of large
building based national companies, given a
grant for a particular period of time to distribute
among productions as they choose. In this
respect they are more accountable than larger
companies. Changing funding emphases can
dramatically increase their inability to plan
ahead, in terms of future productions. GLAA
has recently changed its funding policy, so that
44% of its budget will go to subsidise venues,
which it is thought, will then be able to match
the production more closely to the needs of the
surrounding community. This may ultimately
benefit consumers of the product and possibly,
by encouraging a more critical approach on the
part of the venue organisers, result in pressure
for more relevant and perhaps better,
community drama. However for the community
drama groups in London who used to get funds
for productions from GLAA, it makes for
greater financial insecurity, at least in the short
term. The change from revenue to production
or venue funding may also mean that
companies are less able to visit pubs and
clubs, where the income from ‘passing the hat
round’ will not cover the costs of putting on a
production. This may affect the socio-
economic characteristics of the audience; for
companies aiming to play to working class
audiences, the touring of pubs and clubs gives
access to audiences with higher proportions of
working class people. Thus funding methods
may affect different audiences’ accessibility to
drama events.

The question of the distribution of alternative
and community productions throughout
Greater London is one that must be raised
when considering funding of small drama
groups. Currently a very small proportion of
community theatre groups are based in outer
London, and many of the performances of
groups take place in inner London - often in
boroughs which are not among the most
deprived in income, employment or cultural
terms.

Most alternative or community based
companies receive some ‘box office’ income in
terms of ticket sales, as well as receiving grants
from public funding. The fact that this may be a
smaller proportion of total income does not
necessarily mean that the subsidy per seat is
any hlgher than for the large state subsidised
companies. Total costs are intimately bound ug’ o®
with the type of production on offer. Altematw‘é
and community theatre groups have |mpl|c
rejected the ‘conspicious consumption’ relgted
to West End theatre productions. Their &
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dramatic ‘roots’ are often in more popular
traditional forms of entertainment such as
music hall, and the circus, rather than the type
of production currently put on in the West End.
They might employ less than half a dozen
actor/administrators, they use the minimum of
scenery, props and costumes; since many
such companies take their productions out into
the community and put on only one
performance per venue, this simplicity of
approach is essential. This means that the
greatest component of costs is the salaries paid
to participants. A limited analysis of data
supplied by the Independant Theatre Council
and of information supplied by applicants for
GLC grants provides figures for percentages of
total costs attributable to employment. For
venues, with or without their own productions,
employment costs varied between 56 and 82%
of all costs, where for touring companies
employment costs varied between 71% and
89% of the total. These were for 16 companies
able to pay the current equity minimum of £102
per week.

Thus subsidies and grants to community and
alternative theatre groups would seem to be
cost effective in helping to maintain
employment levels in small drama companies.
A further point is that most of these companies
operate as co-operatives; all members of the
group pay themselves the same salary. Thus,
pound for pound, subsidies to such companies
will keep more actors in employment than
subsidies to organisations with hierarchial
wage structures.

Dancing in the park. The GLC arts
policies have also prioritised
spending on the elderly. (Photo:
David Hoffman).

Issues in the Performing
Arts

The GLC has two main ways in which it can
bring its influence to bear on the performing
arts sector in London:

® by funding drama groups and projects
directly. In the last two years the overall arts
budget has doubled to £16m.

® by advocating changes or best practices to
organisations with which it has contact, and by
establishing discussions with concerned
organisations with a view to bringing about 1
such changes.

In this context, what should be the main
focuses of GLC activity in the performing aris
area? The following list suggests areas in whi
it is and might be further involved.

® Employment. While, e@@%%

Recreation Com m@e must conS|der

nature and type t
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% of employment. What should be

5 groups not paying equity rates?
d the GLC give to

arevailing insecurity of

o funding directions affect

3 the GLC be considering
watives for the community arts
&t is most appropriate and

(8) The Times, 10 November 1983

(9) Society of West End Theatres: West End
Theatre Data 1982

(10) John Pick, The West End:
Mismanagement and Snobbery

(11) Arts Funding. GLC unpublished paper
1982

(12) House of Commons report from

md

ic minorities. Aside from Education Science and Arts Committee. PAGE 129
s and ethnic minority groups, Session 1981/82. Public and Private Funding
3 the GLC do? Should moves of the Arts. Vol 1: Report
Bed casting be a prerequisite of
ng-based companies? (18) Financial Times, 8 November 1983
Should the GLC find ways of (14) Society of West End Theatres: West End
ga emphasis to new writing for Theatres, Restaurants and Pubs
s funding? If so, what should be
sen writing for the traditional (15) Business Support of the Arts. GLC
& community theatre, and between unpublished paper DG/CPU/PSA June 1982
emphasis on examining political
gues, and writing which is (16) Baumel and Bowen: On the anatomy of
rather than politically radical? (Itis the Performing Arts and their economic
hat these characteristics are not problems, American Economic Review, May
ally exlusive). 1956
How important is to to advocate (17) Stage and Television Today 10 November
e of historic ‘distinguished 1983
‘Does more work need to be done
#he requirements of different drama (18) Arts and Recreation Committee AR 1431.
Landon, and what types of venue are Grants to Cultural and Sports Bodies. Funds
# #o the purpose? available 1983/84
hution of venues. What should be
== between funding building based
g= 2s opposed to companies taking
stions to a variety of community
iShould more attention be givento
& more even distribution of drama
put London?
g about the Arts. A summary of
¥e statistics by Muriel Nissel. Policy
 Institute September 1983
and Leisure Research Unit (ALRU)
ghnic of Central London (survey results
g in (1) above)
eoort of Government Financial Survey on
Opera House, Royal Shakespeare
pany, to be published shortly
Women in the Arts. A report from the Media
s Working Group of the Women's
ittee. W220
' Black Theatre Policy: a discussion paper.
s Arts Sub-Committee E/AR84 O%?’%\,ACK & ET’“//V/C
& 4,
A\ /P,:p

Aris and Recreation Committee Paper. AR &
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shaoter attempts to do two things. Firstly to
e the reasons for the low status given to
al arts - a Labour Party document and
document on the arts have little on
=as - even though the visual arts are all
ssive. Secondly, it attempts to locate in

sal terms how we can begin to find ways
=dying this situation. In most cases more
research on each of the areas will
%0 be drafted before action can be taken.

‘visual arts’ in this document means:
ina. sculpture, printmaking (which would
e the production of posters, making of
ons for books as well as mechanically
sed images using various printing
maues) photography and certain hybrid
such as “performance” artand video art
3 media productions. These techniques

& the widest possible areas of both

anal fine art practice and the new

=< which have a history but which have
sped throughout the 70s under the term
nity art”. This covers for example

3 mural projects as well as easel

3. posters as well as comics. Also the
sommunity” covers the notion of

nity of interest as well as geographical
ities.

Policy Studies Institute in its document
about the Arts’ published in September
I8 comments that there are very few

=s about both the nature and extent of
professional or amateur activity inthe
arts. This was borne out by the research
ss document and one of the most

arts should be employed to produce and

arts in London covering both the
ss0ns of workers in the visual arts as well

yrtant proposals is that a researcher into the

srdinate a comprehensive document on the

as the accessibility and structuring of the
consumption of the visual arts, and the
changing (and dwindling) face of art education
in the face of the massive threats to art colleges,
fine art departments (such as Ravensbourne) in
the London area.

Employment Trends in
Visual Arts

Some indication of the potential employment
needs of visual artists can be gained by looking
at the relevant art courses. Table 1 shows the
general picture in 1983/84:

In terms of graduate employment, Table 2is
based on a two-thirds response of the first
destination of polytechnic students in 1982.
Accurate figures for fine art students are not
given separately, nor are graphics students
separated from other design students so
although it is difficult to compare performance,
there are some general conclusions.

In the category ‘art’ over two-thirds of these
students responding to the survey had not
found permanent employment. In the category
‘design’ just over half of these students had not
found permanent employment. Within art there
are marginally more men than women whilst in
design 57% of graduates are women and 43%
men. Surprisingly, the numbers of graduates
entering the teaching profession is very low - in
the art category only 11% in permanent
employment found teaching posts.

The above contrasts with a review of art school
leavers in 1968 by Richie, Frost and Dighton
published in 1972 by HMSO. Here 72% of all
art and design graduates found employmentin
art related work (albeit at very low wages). From
this it would seem that unemployment of art
and art design graduates has risen rapidly over
the last few years.

Employment Conditions

Where artists find relevant employment
conditions are usually highly unsatisfactory.
The best conditions are in general terms, found
in venues such as the Lewisham residency
where an appropriate wage and studio are
provided with help from both the local authority
and the Greater London Arts Association
(GLAA). Most residencies are fixed term
contracts for one year. Residencies in schools
however tend to be for one term only. As one of
the advantages of a schools residency is ability
to cover subjects outside the academic
curriculum this is scarcely long enough to
achieve more than a token presence. &
&
In terms of showing in galleries, again no cle@
figures can be gained. However, taking pubgfc
galleries in London first, these are mostly 5

a
Working for London
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Art in the community: an artwork at Langdon Park school. (Photo: David Hoffman).

Table 1. Committee of directors of Polytechnics — first destination of poly students. Full-time and
sandwich courses.

Total Total Perma- Perma- Perma- Total Total
in to nent nent nent women men
survey  respond Men Women employed employed employed graduates gradu:

Artand design — 837 524 269 255 163 83 80 410

Fine art

Visual studies
Art and design
History of art

Design — 1,448 942 412 530 459 197 262 824 624

Graphic design (,,e\,ACK & ETH/V
Interior design

3 D design
Textiles/fashion bq‘r G I C
Q =,
\ Q

Source: Figures 1a p11 first degrees - summary of first destinations - full nmelandtsandww"r%
1b p22 first degrees - summary of first destinations Worlgi'“g% ddcﬁ wuc

archive.parmindervir.com



2 Arts Council of Great Britain and
sments such funding in a number
example, GLAA funds the
‘Gallery (£6,000 in 1983) to place
20ls. In spite of this the fee payable
Ang a one person exhibition in
alleries is still only £100 which is
ed atin 1978.

©of payments was initiated in
‘wenues by the Arts Council and

2 through the Regional Arts

ms. The GLC should initiate a similar
==s for showing work by living visual
C venues and the fees should be
=view. We are extending our

i policies currently, for example in the
the Queen Elizabeth Hall. Other
pes such as Kenwood House

show works by living artists. We
poe of practice to prevent the

of artists who are naturally keen to
=r work but who find themselves

3 quite large institutions by paying

% framing, insurance, rnaterials and
maing the work themselves without

s of private galleries there are several

2 in London of varying sizes but very

=m are in a position to offer a contract
and even fewer have artists who are

2 Wve by selling work. One of the largest

s has been quoted as saying that it sells
of work in England, the rest being
oroad. Although this market has

=d over the past three years it doesn'’t

= any significant employment or income
%sts. Itis worth pointing out however that
aper critics reporting on the visual arts in
nan tend to concentrate on those artists
show in these private galleries and this

or influences very heavily the work which is
in both public galleries here and

»tions of English art abroad and this in turn
=nces the art education and its priorities
our fine art departments.

=s for ethnic minorities in the visual arts
in on the ground but a priority would be to
o 0 develop ethnically-orientated small

=s who are often struggling in an
snomically harsh climate to develop and
their cultural priorities.

ists’ Income

= available figures on artists’ income is
=mely sketchy. Figures (for Wandsworth
nly) published in September 1983 based on

n extract from the Gulbenkian Foundation
scument ‘Enquiry into the Economic Situation
of the Visual Artist’ suggest that the majority of

83%, 45-53 years 86% and 54-64 years 63%.
The majority of these are engaged in some
form of teaching the highest number being in
adult education. In all 70% of dual career artists
are engaged in teaching.

Table 3 shows that dual career artists in the
age group 45-54 and 55-64 years (the highest
income group) have an average income of
£7,669 and £8,364 respectively. This drops
considerably for women to £3,911 and £2,532
(1980 prices). For simple career artists in the
above age groups (i.e. 14% & 37% of all artists
in that group) a small number of men have a
higher average income of £9,693 and £4,320.
Again for women this drops considerably to
£492 and £1,514.

These figures include bursaries and awards
which are crucial factors because the average
income from sales and commissions in the
same groups are £2,403 for men (45 to 54
years) and £1,196 (55 to 64 years) and for
women £604 and £1,381 consecutively. The
survey on income does not include the 0.6% of
artists who earn over £15,000.

Why Visual Arts?

The visual arts are the arts with the least
developed theory and practice in Britain. This is
partly for social and partly historical reasons.
Visual artists are the last group of cultural
workers to be unionised; they are the least likely
to act collectively; they are often the most
isolated of cultural workers; they and their work
are most subject to the distortion of a market
system. They operate in the most “mystified”
area of cultural production, because what has
been called “commodity fetishism” seems to
affect the visual arts more than any other area.
Politicians on the left have tended to dismiss
the visual arts as a simple reflection of the
notion of the dominant discourse - simply the
production for the most part of posh consumer
objects of esoteric fashion with no use value,
not even in the production of meaning. People
tend to ‘suspend their disbelief’ when
confronted with pictures which don't tell a story
with which they agree or disagree.

In the visual arts notions of taste become
conflated with notions of meaning; left
economism meets and agrees with rightist
monetarism. Ultimately both these notions
develop the idea that art should reflect pure
ideologies without problems. So the left tends
to reduce everything to the economic base
whilst the right does the same and calls it the
market system.

Yet one could argue that the visual arts and

PAGE 133

; . THy,
their practice are a keystone of the c

ists are engaged in dual careers and have

comes well below that of comparable ‘consciousness industry’ surrounded as we are 44’1\9
ofessions. by a basically visual culture. We watch 1,000 C %
images an hour on TV and drive in our style@ Q
Thus, as Table 2 shows in the age group 25-34 and designed cars, tube stations, buses, LA <
years 72% have dual careers: 35-44 years through advertising hoardings, through & London

ervir.com
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Table 2. Visual artists: dual and single career profiles by age, employment status and type of

employment(1): 1977/80.

Dual
career Single
(artist career Number
plus other (artist in
work) only) TOTAL sample
percentages
Age group
16-24 50 50 100 101
25-34 72 28 100 470
35-44 83 17 100 242
45-54 86 14 100 171
55-64 63 37 100 93
650 20 80 100 62
Total 11 29 100 1,139
By employment status
Registered unemployed 22 78 100 92
Retired 2 79 100 62
Other 79 21 100 985
Total 71 29 100 1,138
Main medium of artist f
Painting/drawing 56 63 58 662
Print making/photography 12 9 11 1233
lllustration/graphics 4 2 37
Weaving/textiles 5 30
Performance 1 — 5
Sculpture 18 11 16 182
Video 1 21
Other 7 79
Total 100 100 100 1,139
Estimated sample population (2) 807 332 1,139

Source: Enquiry into the Economic Situation of the Visual Artist, by Jose Parry with A. Brighton and

Pearson, unpublished manuscript.
(1)
(2) ‘ :
Tyne and Wear, Cardiff and Edinburgh.

designed environment looking at visually

designed magazines containing visual adverts.

When levels of literacy in school-leavers seem
in question, the visual production of meaning
seems paramount. The French socialist
government currently (1982) spends 0.75% of
their total expenditure on the arts, their aim by
the end of 1984 is the magic figure of 1%. Our
expenditure by contrast is too minute to be
quantifiable but you can compare the £100
million the Arts Council spends on the arts with

Many artists pursue second careers in addition to their work as fine artists.

From interviews with artists in Wandsworth, Peterborough,

Bristol, South Lakeland, Birming

the £1,000 million we spend on the Falklands
alone.

Generally speaking a socialist aim should be

move culture more and mgr@MYa&de e
centre stage of our so_cle& and any mo éC;,

towards public fundigy of cagaly
progress. Over the pext f %-:QC
privatisation of funding of ! ing
funding by multingtionals) stfould tres& centra
political issue. Working for London
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»= 2 central cultural issue as we

Jook at the increasing

tinationals in arts funding.

we look for motivation we

3 whose expressed aim is to

“dentify the company with the

onal self awareness in the less
sns. Involvement in local arts

ovides non-political access to

al and cultural leaders”

al of World Business).

‘Srivatisation” of the arts will, given

industries or South Africa. That is a separate
issue. What we are looking at here is the
production of meaning and the construction of
consciousness.

We should clearly acknowledge that although
ideology is worked through and contextualises
cultural practices, cultural practice cannot be
simply the illustration of our ideology. Culture
cannot be reduced to ideology. Any move
towards public funding of the arts is a
progressive one insofar as it moves away from

S

JAHOS?

mment policy, lead totax privatised culture: however the aim must be the PAGE 135
uch will allow these building into the community of the artist/cultural
increasing prominence in arts producer rather than by haphazard grant giving
wch funding will affect the type of - not least in order that artists develop and
Wil e presented with and willinflect  oppose the contradictions inherent in any
n different values. We are not workers position.
the implication here of
involvement in unsavoury
artists: average gross incomes and sources of income (1): 1977/80.
Dual career Single career
artists artists
Males Females Males Females
ass incomes by age group
2,314 1,599 1,927 1,342
4,265 3,019 2,544 1,648
6,11 2,850 4,921 223
7,669 3,911 9,693 492
8,364 2,532 4,320 1,614
7,648 — 5,341 2,250
5,697 3,041 3,726 1,327
= 5,075 2,948
~=s of income by type of income (2)
ge= and commissions 855 1,755
~=r=qates of components of incomes
%om art practice (3) 783 2,477
mcome from work other than as an
artist (4) 4,043 90
other income 249 325
Spouse’s income (where applicable) 2,604 3,846
Source: See Table 2
(1) Income datais an aggregation of the financial years 1978/79, 1979/80.
(2) The figures for ‘sources of income by type of income’ for single career artists exclude the registered
unemployed and retired.
(3) The ‘aggregates of components of income from art practice’ include income derived from sales or
commissions but adds to this such items as bursaries (or other awards), salaried income from the practice
of art (other than teaching), including those with income from small art business.
(4) The most important element in ‘income from work other than as an artist derived from the teaching of art.
70Q per cent of dual career artists are engaged in teaching. %?’\a\J\CK &E T’“’/V/
«° 0‘7@,\
Footnotes. 9 G LC
£
1. The Arts and the People/Labour policy towards ine aris/October 1977. 'S
5 The TUC working party report on the Arts/July 1976. S 198 LS LEiEo
Working for London
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ing one of the key problems is

z eters of the education which
ceive; not only is there an

2ourse on the meaning and

wisual arts in colleges but itis

&0 as an unproblematic discipline

entirely on notions of taste and

onal feeling. In practice

colleges would argue that their

=ees of “freedom” in a

& world even at the most superficial

0t so. For example, the range of

3st painting departments, because

= market system operates through

) of private galleries, tends to direct

= production of easel pictures.

wrced by the Arts Council’s liberal

of taste, talent and genius and

2 magazines. It effectively narrows

e visual arts.

= but related level although the ratio

ale students at point of entry to

s lon the latest available figures)

the ratio of female to male staff is

pbalanced - this is particularly

2 n Fine Art departments. A

ire conducted by Feminist Art News,

f @s a very small sample of 12
scovered that the numbers of full-

=re 63 males and six females, for

F S5 the ratio was 48 males and 19
nis sample covered foundation, BA

% fine art courses and post graduate

s conducting a survey through the
ctorate into race, gender and social
una of staff and students and this we
£ urgently needed. The question of
persistent problem where a student
B of an ethnic minority group has to
=cisions about whether his or her
ngs/sculptures are paying lip service to
urious internationalism of many art

on establishments. This in turn
snalises a student's attempts to develop a
om his or her own cultural premises.
=lopments around the idea of galleries

of an arts policy despite the fact that it
ems to reinforce the focus towards a gallery
jactice.

'\ng made the above points it has to be said
e visual arts are the most accessible in

== of the ability of individuals to gain entry to
rses in a culture otherwise dominated by

fBcy and numeracy. The visual arts draw a

I participation in evening classes and

“de access to higher education because

people feel inhibited in

al galleries, a problem

zh will not be helped by the

ed levying of entrance fees.

are other settings for art

mrks. (Photo: Mike Abrahams/
work).

=ed on ethnicity should be encouraged as an

the physical manipulation of materia is ciosey
related to a continuing development of
meaning. Similarly, the art colleges in the 50s
and 60s provided access to further education
for many working class students before the
requirements for academic qualifications in the
form of GCEs effectively closed this avenue for
working class students to gain BA status.

Percentage For Arts
Scheme

If one piece of legislation were to be singled out
for implementation which would transform the
production and consumption of the visual arts
in London it would be the introduction of a
“percentage for art” scheme. Such a scheme,
whereby at least 1% of the cost of all new
buildings, refurbishment schemes, parks and
road projects would be spent on an art
component is currently under discussion but
no feasibility study has yet been produced.
Many countries and many metropolitan
authorities have a percentage scheme of some
kind and perhaps an appropriate model is the
one used by Seattle (USA) whereby the
percentage is paid into a central fund which is
advised by workers in the arts in conjunction
with community representatives. Norway, the
Netherlands, Italy, Finland and Canada also
have with varying degrees of success some
form of percentage for art schemes.

Such a scheme would operate at many levels
with the emphasis on maintaining a flexibility of
outlook and approach which in turn fosters a
dialogue between community, practitioners
and the local authority. Great care must be
taken that it does not become a simple clearing
house for large lumps of civic sculpture or
artists dutifully plonked down in communities or
the “bit’ of added art. The artist must be as
closely integrated with the scheme as is
practically possible and proper processes of
consultation have to be observed as far as is
possible without interminable bureaucracies
and commitiees.

A “percentage-for-art scheme” was
recommended at a national level by the Labour
Party document of 1977 and by the recent
Select Committee’s report “Public and Private
Funding Of Our Arts”. Recommendation 57 of
this report reads as follows:

“Business comparies, local authorities and
government departments should devote up to
1% of new buildings budgets to purchase
works of art by contemporary artists.”

The proposal being suggested for discussion is
a wider one both in terms of schemes for which
the 1% is eligible and the range of artistic forms
from which to draw. Paintings and prints could

also be bought through this scheme for offices, bé

multiple use buildings etc. as long as a
workable purchase and commission and

£
3
consultation process can be evolved. =

™
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Register of Artists

Any percentage for art scheme would have to
move towards registering artists (as suggested
by the Labour Party Document on the Arts).
This could also greatly reinforce current
attempts to encourage visual artists to form a
union or coalition in order to provide a basic
economic as well as political polemic and
encourage a solidly grounded debate which
one feels a great lack of in the visual arts today.
The lack of a collective voice on the politics of
culture is perhaps the most disorienting aspect
of tackling the visual arts. If we compare the

French situation with its foregrounding of visual

culture in organisation based on solid
economics (albeit market systems) or the
Dutch artist union with its ability to make
economic demands collectively, we realise the
paper thin base on which Britain's visual artists
work. A register of London artists would assist
accreditation based on professional
qualifications and/or experience and be a first
move to validation of artists as an employment
category and a recognised “social” entity.

Artists’ Rights

English law ignores artists’ moral rights,
intellectual property rights, and “personality
rights”. Such rights are exercised in favour of
artists in other European countries. They have
emerged from ideals developed during the
French Revolution and have been protected
consistently. On occasion they have also been
strengthened to provide an oppositional
safeguard to the inroads of capitalism placing
culture and cultural workers in a more central
position in European ideology.

The question of moral rights for artists has non-
economic aspects in its protection of the
integrity of an artwork. This could for example
ensure that the owner of a wall could not
demolish it if there was a mural painted on that

wall if the artist, or the community for whom the

mural was painted, objected. This would have
made a difference with the Morgan Crucible

and the Battersea Mural affair in which a mural

critical of the local authority was destroyed.
Similarly the destruction of the Sutherland

portrait of Winston Churchill would be covered

under this.

Legislation would have to be incorporated into

the Copyright Act which is currently under
review but does not deal with many current
‘technologies of culture’. For example in terms
of video there is no clear idea whether the
operators, the community, the grant giving

body or the donor of equipment is responsible.

Clearly the possibilities of censorship by any
one of these participants is apparent.

The concept of copyright therefore should be
defined more in terms of granting of rights by

the creator in order to ensure the integrity of the

work in the hands of others rather than as is

currently the case a simple protection of the
physical ownership of an artwork.

The Berne Convention (1971) is not ratified in
Britain but if it were then two important rights
would become law. Firstly, the right to claim
authorship of a work (any creative work) and
secondly the right to object to any distortion o
modification of the work if this would prejudic
the artist's integrity or reputation (sometimes
called the right of ‘integrity’). These rightsdor
favour the owner of an art object over and
above the creator of the work. These rights ar
collectively known as ‘personality’ because
they effectively set the ‘individual's’ life, work,
and beliefs above the marketable value of
objects produced. One convention indicates
such rights to be inalienable - they cannot
therefore be taken away from the artist. An Et
document declares:

“In most member states producers and editc
presently have free access to works on whicl
royalties no longer have to be paid to authors
their heirs. In future the EEC Commission
would like royalty to be paid to Societies of
authors who would use the cash to boost the
welfare payments on arts sponsorship.”

Concrete social and tax measures are also
needed, the European Commission wants a
freelance cultural workers to be covered by
decent social security payments. Atthe sam
time the Commission is trying to encourage
member states to make special tax
arrangements which would take the irregula
of artists’ earnings into account. A further EE
proposal suggests that when objects of natit
cultural importance are sold and which
because of the lapse of time have entered ir
the “public domain” (and are therefore beyc
copyright provision) then the proceeds from
sale should go into a central fund for artists.

The need to maintain moral rights as oppos
to property rights is clearly atthe heart of
matters such as the appropriation of the cul
heritage of other countries, the best known
example being the Elgin Marbles.

The English legal system with its emphasis
property rights also excludes the cultural
producer from sharing in the financial prof
the work or its resale. This concept of “res.
rights” has existed in France since 1920 a
the artist receives a percentage of the prof
suceeding sales of work after the joint sale
similar situation exists with reproduction ri
Clearly these are considerations which the
should bear in mind when purchasing wo
art and when initiating such schemes as p
loan schemes. Tower Hamlets Picture Lo:
Scheme for example recognises this conc
of resale rights and puts it into practice. W
should encourage %ﬁc‘ﬁf@ with matchir
funds to set up pi ban E"‘Vm;cnes usin
Tower Hamlets Scheme as a succegsful r
& )

Although iéﬁay d tRiat these are
national matters for national governments

lacing thém on the agenda at a metro
P 2 m\Rlorking for London e
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does two things. Firstly itlinks the

pomic plight of artists with the status of

e thereby enabling us to explore and
sdate the relationship which is operating.
dly, it shows that local authorities can

2 a start and begin to implement some of
impler mechanisms. The example of

ale rights cited in relation to Tower Hamlets
2 instance of this.

istribution

Bowing the work of living artists is obviously
scial to the future of the visual arts in this
try. Although there are a wide range of
pssibilities, existing facilities and resources
% greatly under-used. For instance, there are
mumber of exhibitions by artists and groups of
sts which are shown perhaps in a library or
2al gallery and are then dismantled. There is
%endency to assume that when an exhibition
s been held in London it has ‘happened’ in
sndon and should not be shown in London or
here again. This of course is a fallacy, an
astructure of galleries and exhibiting spaces
aready exists in libraries, schools, colleges as
=il as municipal galleries and, of course, in the
gntapped sources of workers clubs, canteens,
ctories, offices, etc. There is a pressing need

or a central co-ordination of exhibitions - a
prculating exhibitions unit with the capacity to
dle all types of exhibitions and where
¥ecessary act as a clearing house, to make
2r use of existing venues as well as to
2lop other spaces for distribution and to
plore the possibilities of showing work in
ses of spaces which haven't hitherto been
onsidered ‘gallery’ space. Clearly there are
ansiderable security/transport problems
oived once one moves out of the
pnventional gallery spaces and these also
ged thorough investigation to ensure that
sts are not exploited.

oh metropolitan co-ordination of the efforts
‘ndividual boroughs opens up many
wssipilities. For example Tower Hamlets
ouring exhibition circuit is a pilot scheme to
mow exhibitions in non-gallery venues and

d certainly be used as a blueprint for

ar projects across the boroughs.

s 2erms of a competition like ‘The Spirit of

pndon’, painting competition and the the
ptography Competition’ their use for

pofessional artists is highly dubious. Within

such competitions and exhibitions,

ance fees (not applicable to the Spirit of

don this year) transport, cost of materials

3 outlay of energy is high in relation to the

. e of selling work. Changes in the

section Committee recently inaugurated to

= 2 better ethnic, gender balance in the Spirit

London competition have opened up some

ssibilities. However, proper commissioning,

cement of work and clearer policies are

itely preferable. The issue of subject matter

3 the way GLC exhibitions are run needs to

be thoroughly reorganised and broughtinto a
more up-to-date perspective.

Use of Advertising Sites

In terms of exhibiting work outside of this
gallery circuit much more use could be made
of street, bus, and underground advertising
space. The stumbling block is that current
allocation of such space in, for example,
London Transport is done on economic
grounds, the space going to the highest bidder.
In the same way potential advertising sites on
GLC spare land or land awaiting development
are put out for tender. The price of the rights
can vary from £208 p.a. for locations in Tower
Hamlets to £6,000 p.a. for more favoured
positions. The responsibility for the secure
erection and maintenance of a hoarding rests
with the company hiring that space. At present
the GLC exercises no control as to what is put
on the hoarding.

PAGE 139

The GLC should investigate ways in which a
certain proportion of advertising space could
be set aside for social reasons - either for
specific proposals by artists or for use in
collaboration with the local authority.
Furthermore, a levy on all advertising in the
capital could bring in revenue with which to
fund artists and thus in some measure help to
intervene in the barrage of consumer-
orientated visual images. Undoubtedly the
intervention into this monolith could have
benefits disproportionate to the amount of effort
putin.

Future Employment
Opportunities

In terms of direct employment of artists there is
much work to be done. Whether an artist is
painting a mural in collaboration with a local
tenants group, producing a set of posters for a
campaign: photographically documenting a
project, working in an educational
establishment as an artist, or organising a
gallery exhibition the vast majority of
contractual arrangements are for one year only.
Whilst in all of these we should ensure that
proper rates for the work undertaken are paid,
including where appropriate payment for
exhibiting, the general principle must be to
build into institutions the cultural dimension in
the form of cultural workers..

There are a number of established precedents

for building this commitment into the

community within the visual arts. We have

artists in schools, residencies at galleries and
centres e.g. Oxford House and the Cockpit ok
Gallery, and to an extent collectives like the
Greenwich Mural Workshop and the Poster g

Collective. An area which has yet to be .Sb

explored from a radical perspective is the £ 6B Bl

e
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TUC document (2) and others have made the
point that simply to place an artist in a factory at
management level as if management were the
factory merely promotes another cultural
personnel manager in which colour schemes
are suggested and murals painted which
encourage the workers to work harder. This is
not necessarily so and the development of a
properly constituted series of artist placements
in industry could well serve as a focus around
which to make labour aware of its history,
aspirations, possibilities and its contradictions.
With proper union consultation artists could be
placed in certain industries with a minimum two
year series of residencies. This could well
stimulate an awareness of the rich cultural
visual traditions of labour which have been so
completely shattered that there seems to be a
cultural abyss between Shelley, and
subsequently William Morris and Walter Crane,
and the present day. The GLC should identify
several key industries in which to place artists
for a minimum of two years. A project officer
should be employed to help workers/groups to
formulate projects as well as to investigate
possible industrial placements of artists.

Visual Arts in the Trade
Union and labour
movements

Most parts of the labour movement - whether
the Trade Unions, the Labour Party or other
groupings perform ludicrous ideological
somersaults in their attitude towards the visual
arts. On the one hand they see Saatchi and
Saatchi presenting an impeccable series of
innuendoes against the Labour Party and
canvassing support for the Tory Party. And so
they themselves commission professional
advertising agencies to formulate their
marketable image (usually they use cheaper
agencies for a confused mixture of moral and
financial reasons). On the other hand they will
with just as much ease, find someone in the
organisation who once did a term’s evening
classes at an art school to design their material.

The results speak for themselves; a huge
blowup of Jim Callaghan’s face is opposed to
the slickly designed ‘Labour is not working
campaign’; or they run national campaigns
where the material looks like notices for a local
jumble sale.

The fact that there are possibly 10,000
professionally trained artists working in the
capital, many of whom are commited to the
ideals of the labour movement, but utterly and
sometimes positively discouraged by their
attempts to work with the labour movement s a
disgrace. Clearly the alternative to the
amateurishness of the labour movement's
visual presentation is not the adoption of
professional capitalist marketing techniques
which dictate a contradictory image as well as
inflecting the policies and ‘face’ of socialism.

There was a time when for ‘New Unionism’ the
visual was as important as the verbal, when
trade union banners, labour movement
certificates in brilliant colours using latest
technologies were real alternatives to ‘the stag
at bay’ image of old. A central cultural polemic
of ideals sustained and confirmed people’s
ideas of ‘progress’, even though their economic
position was parlous. If, as a recent survey
shows, less than 50% of the unemployed

voted Labour in the 1983 general election then
it cannot be simply for economic reasons (i.e.
better jobs, housing, transport, health etc.). It
can only be because that climate of ideas,
which was the bedrock of ‘progress’, has been
utterly eroded by a massive oversimplification
which boiled down says let's get the jobs going,
the health, housing, anti-nuclear policy and
then when all that's working we can then add
some art as a bonus.

Opportunities for artist placements within the
trade unions should be explored alongside this
We should also encourage the London
branches of all trade unions to commission
new banners from artists by agreeing to pay
50% of the costs of such a commission and
making sure that a proper procedure for a
representative selection committee is followed.

Visual Artists in the
Community

An area in which much benefit would be
derived is in the placement of artists in working
class districts; for example, attached to tenants
associations, community projects, community
centres, hospitals, health centres.

The placement of artists in unemployment
centres should be a priority and this could well
be combined with an inter-borough initiative -
perhaps one artist covering three or four
unemployment centres. There should of courst
be a fairly tightly controlled brief and emphasis
should be placed on the artist’s willingness 1o
develop a dialogue with the centres and the
area they serve.

On the placement of artists in schools, a good
deal of work has been pioneered by GLAA ant
the Whitechapel Art Gallery. Closer links and
direct financial and logistic support by ILEA fa
artists in schools should be explored. The
placement of artists in schools can work on
many levels to expand the experience of both
pupils and parents through consultation and
liaison with the Parents Teachers Associations
However, mystified notions of how ‘artists wom
is not the central philosophical underpinning @
the advantages of placement in schools. Rath
its advantages are that artists are not bound By

curricula as teachers ar%@m ch can fom
a powerful focus threegh which gr’?é’b@n ‘

intervene in state stfuctyged learning %
processes. Agaigem u lacés o
the need for s pla

conceived andprepared far; Tosplenk arti
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is as ludicrous a notion as to drop a
svic sculpture (‘modern’ or

by a helicopter into the centre of
southwark or Hackney.

geration of the roles of these

s there can be no clear rules. ‘Social
oy e rricrar (mage araegsaenc
for arts sake’.

yoyment of artists in semi-
imencies the position of the visual
_ondon Art Centres is equivocal in
n-existent in others. A series of
ies in Arts Centres could well
in which to further the visual
< unity; certainly this would

& many smaller exhibitions and
-which might not necessarily be

any longer term aim of having proper
gce, properly funded and

=a in all Arts Centres.

il Arts-Education and
eness

om the French in our provision of
ana influence on art education in
Historically the French academy has
ce on the curriculum and the use of
aris in education - although this has
2 declined and we could criticize the
ich the state used the Academie des
s in terms of cultural power. It
%eess constituted a powerful
sedgement of the importance of the
wre. In this country we have basically
S8tutions which could have such
Bce - one is a self perpetuating oligarchy,
oyal Academy, who up until recently
=d a noble experiment in liberal visual
gucation by having an art school which
emigue in not requiring students to pay
The other is the Arts Council which, by the
son of its own working party on
»tons Provision in England, states its
= 10 tackle this problem: “The extent to
audiences for all visual arts can be
wded is a subject on which strong and
cting views are held. It does seem to us
any increase in audience is going to
3 not only on an increased emphasis on
education in schools, with which the Arts
il has regrettably not concerned itself;
2'so on a greatly increased emphasis on
unication with the public by those
sponsible for exhibitions.”

GLC could very economically intervene in
area. The simplest method would be

d for one year an education officer

hed to the borough art galleries in liaison
the boroughs on the understanding that
boroughs take up the funding as a

bstantial part of their next year's funding and
=n completely fund the post by the third year.

e GLC partly funds one model of this type of
ppointment in the South London Art Gallery. A

small number of galleries would be involved
and this could affect the following:

Greenwich (Woodlands Art Gallery)
Camden (Camden Arts Centre)
Hounslow (Gunnersbury Museum and Art
Gallery)
Kingsdon (Kingsion Museum anda Art Garltery/
Southwark (South London Art Gallery)
Hammersmith (Riverside/and/or 181 Centre)
Haringey (Wood Green Library)
Richmond (Orleans House Gallery and
Museum)

Finally much greater use could be made of
living artists in GLC owned historical buildings
e.g. Kenwood/Marble Hill/Rangers House both
10 consistently show the work of contemporary
artists possibly through exhibitions or possibly
through the use of artists in residence schemes.

Working Class Visual Arts
Centre

An administration such as the GLC can not
ignore that the gaping hole in the fabric of
cultural life in the metropolitan authority, is any
adequate centre for the preservation, study,
education, documentation and utilisation of
both the historical and contemporary visual
representations of both the working classes
and the labour movement. In other parts of the
country there are family album projects,
photographic archives combining oral and
visual memories, domestic, national, political,
ideological and cultural. There are museums
which catalogue aspects of various industries,
there are trades councils, trades unions, even
industries which have preserved (in many
cases as anthropological and academic
exercises) bits and pieces of the history of
workers and the working classes all in
fragments all over the country, in many cases in
contexts which romanticise, mystify and treat
them as objects and documents of bourgeois
acquisition.

That there is no proper centre for this on a large
scale is a major omission.

Serious consideration should be given to
developing and constructing in the vicinity of
the Hayward Gallery a properly constituted
working class and labour movement visual arts
centre, which could function on the lines of the
above suggestions as a historical resource; a
centre for education; an exhibition centre with
facilities for film and video; a photographic
achive. As well as involving the radical history
movement it should involve living artists who
would work to create exhibitions on living
issues. Such a centre would be an essential
component of a visual cultural policy for
London.

Parm
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Housing and Workspace
for Visual Artists

Artists have the same problems as any other
person when looking for a home in the capital.
They also have the added complication of
invariably needing extra space within which
they can work. To both of these needs there is
no simple solution. A number of ways have
been tried ranging from agencies negotiating
short term properties and renting them out to
artists as studio space through to housing
associations and housing co-operatives. In
many cases artists have been used as the
intermediate phase between the removal of the
working classes or industry from an area and
the subsequent re-development and
gentrification of an area. St Katherines Dock is
a prime example of this and other examples
could be cited both in this country as well as in
the USA (in the Soho area and New York for
example).

Artists in the metropolitan area fall through the
net of most housing associations, co-ops and
local authority housing. Many collective or
group projects currently funded by the GLC are
dependent on space being available to enable
the establishment and rooting of projects. An
essential need here is therefore for projects to
develop long term links and a proper
relationship to the geographical area within
which they fall. For example the Greenwich
Mural Project began from a flat in a housing
estate in Greenwich whilst the Docklands
Community Poster project began from short life
housing in that area.

Currently there are only two organisations
handling studio space in London. Space
studios have approximately 500 artists in new
studios and ACME, which have both housing
and studio space, have approximately 400.

To tackle such problems there needs to be a
number of strategies based around a
combined housing/studio space policy where
a small amount of space is needed for work

¢

Photography is now one of the

most popular forms of visual arts.

Here members of the Blackfriars

Youth Photography Project learn

new skills. (Photo: Blackfriars Photography Project).

and where separate studio accommodation is
not economically viable. Where housing is
available provision should be made for one or
two extra rooms above the normal
requirements. This might be particularly
relevant for women artists who can only work
from home for reasons of childcare and/or low
income (as reflected in the Gulbenkian Report).

The GLC should also allow short life properties
to be used for part studio part living
accommodation. Any mechanism handling this
would ensure that a certain proportion of
property handed over by the GLC to major
housing associations be allocated to artists who
otherwise meet all the other usual criteria of that
housing association.

Temporary accommodation is nota desirable
situation for any group - it should not be
assumed that all artists are young and single.
Short life property is not suitable for most artiste
with children or those who have put down roots
in an area. A certain proportion of long term
accommodation should be set aside for artists
and negotiations with other housing agencies
should be opened to make this kind of
provision available.

The Labour Party document suggests
placement of artists in Council estates and this
should clearly be done in liaison with the
tenants association. Similarly the GLC should
investigate ways of funding studio space, rate
relief, and other ways of making working space:
available to artists.

The suggestion by Tony W&é%ﬁmpair of

GLC Arts and Recreiéqf? Committee) thatcv,?

unused property (i.e LG incgmmial ®

property) should beﬁonv iflo s@dig/  *

workshop space fof artists’ ou run on
e

a co-operative bas¥ should | fu]lilge&?)bred.
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2 be reiterated that there is no
sesearched document/statistics
¥ cultural production and this
sduced over a very short period
%0t 1o overcome this problem.

=as the document covers are
& for investigation.

=n many changes both in the

=ory of practising visual artists

s and 80s but the problems artists
i oroblems all workers face and high
, ployment. This is a

& problem and to keep a vast pool
=mployed artists in London ata
need visual meanings produced
in opposition to the blizzard of

oh oppress us from the advertising
2S NO sense.

of
endations

sher into the visual arts should be
> produce and co-ordinate a
sm=wve document on the visual arts in
=ring both the conditions of
e visual arts as well as the
and structuring of the
Bon of the visual arts as well as
2 the changing (and dwindling) face

I oriented and run galleries should

o artists’ fees for showing work in
=0 venues should be introduced.

Dy ILEA on the race, gender and
ssaround of staff and students should
2=d as a matter of urgency.

sentage for art scheme’ should be
2 and implemented now that the
£ Deen unfrozen.

of London artists should be

auld be recognition of moral rights
3 re-sale rights together with
e concept of ‘public domain’.

ons unit should be set up to co-

3 circulate exhibition throughout

¥ =hould also seek to develop

ps and initiate projects not normally
as ‘gallery’ spaces.

2= of advertising spaces on

aiic transport and other spaces
==t aside for use by artists. A levy on
@ on hoardings on GLC land should
=d and placed in a central fund to
=" works on the above spaces.

of placements of artists in London

officer appointed to co-ordinate and initiate
workplace projects and placements.

11 The trades unions, trades councils and
voluntary sector organisations should be
encouraged to commission banners and
posters and the GLC should provide matching
funds for this.

12 A series of artists’ residencies in schools,
hospitals, employment centres should be
developed.

13 The London Arts Centre should be
encouraged to take more seriously their
attitudes to the visual arts and encouraged to
initiate artists in residence schemes.

14 An education officer should be attached to
all borough art galleries to implement outreach
programmes.

15 A purchase committee should be set up in
the GLC to examine current purchase and
commissioning policies throughout the GLC
and a proper catalogue of the current collection
and its whereabouts should be compiled.

16 The GLC should intervene with the Arts
Council to establish a properly formulated
management structure for the Hayward Gallery.

17 A centre for contemporary visual history
should be developed either within a purpose
built structure in the vicinity of the Hayward
Gallery or in some suitable central building.

18 A policy for housing/studio space for artists
should be implemented.

The following groups and individuals
contributed to this report:

Greenwich Mural Workshop
London Docklands Community Poster Project
GLAA

Public Art Development Trust

Arts Council of Great Britain

Gulbenkian Foundation

Whitechapel Art Gallery

Photography Workshop

ILEA Inspectorate of Art and Design

Visual Artists Rights Society

International Association of Art

London Borough of Hammersmith

London Borough of Tower Hamlets

David Logan

Alan Tomkins

David Page

CNAA

ACME Housing Association

SPACE studios

Committee of Directors of Polytechnics

Arts Review

Feminist Art News &°°
Hans Haacke N
Womens Slide Library

Ethnic Arts Panel GLC
National Graphical Association
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Chapter 9

CULTURAL
INDUSTRIES,
CONSUMPTION
and POLICY

Nick Garnham and
- Joyce Epstein

e Cultural Industries

5 mobilize the concept of the Cultural

Justries as central to an analysis of cultural
stivity and of public cultural policy is to take a
and against a whole tradition of idealist

ral analysis. This tradition, well-delineated
the British form, for instance, by Raymond
lliams in Culture and Society, defines culture
&= 2 realm separate from, and often actively
sposed to, the realm of material production

d of economic activity.

is is important because in general, public
sultural policies have evolved from within that
adition. Public intervention, in the form of
bsidy, is justified on the grounds that
Bulture:

possesses inherent values, of life
ennhancement or whatever, which are

ndamentally opposed to and in danger of
gamage by commercial forces;

that the need for these values is universal,
uncontaminated by questions of class, gender
d ethnic origin;

that the market cannot satisfy this need.

Libraries

Museums & galleries
Other cultural facilities
TOTAL arts & recreation

Note: The high proportion devoted to libraries, particularly as a proportion of local authority

A further crucial component of this ideology is
the special and central status attributed to the
‘creative artist’ whose aspirations and values,
seen as stemming from some unfathomable
and unqguestionable source of genius,
inspiration or talent, are the source of cultural
value. The result of placing artists at the centre
of the cultural universe has not been to shower
them with gold, for artistic poverty is itself an
ideologically potent element in this view of
culture, but to define the policy problem as one
of finding audiences for their work rather than
vice versa. When audiences cannot be found,
at least at a price and in a quantity which will
support the creative activity, the market is
blamed and the gap is filled by subsidy.

It is important to note that most of those who
have challenged from the left this dominant
view of culture as elitist, have themselves tacitly,
if not explicitly, accepted the remaining
assumptions of the tradition they were rejecting.
Indeed this in part accounts for their limited
success in shifting the terms of the policy
debate and the effortless ease with which they
have been incorporated.

One result of this cultural policy-making
tradition has been to marginalize public
intervention in the cultural sphere and to make
it purely reactive to processes which it cannot
grasp nor attempt to control. For while this
tradition has been rejecting the market most
people’s cultural needs and aspirations are
being, for better or worse, supplied by the
market as goods and services. If one turns
one'’s back on an analysis of that dominant
cultural process, one cannot understand either
the culture of our time or the challenges and
opportunities which that dominant culture
offers to public policy-makers.

We can get some idea of the relative orders of
magnitude between public sector expenditure
on cultural activity and private, market
expenditure if we compare the £673.8 million of
public expenditure on libraries, museums and
galleries and other cultural activities in 1981/82
(see Table 1) with £15,538 million of 1982
consumer expenditure on recreation,
entertainment and education (see Table 2) and
with the total media advertising expenditure in
1982 of £3,126 million (see Table 3).

Table 1: Public Cultural Expenditure: UK 1981-2: £ million

Central Local TOTAL
Government authorities
39.1 320.5 359.6
76.3 60.7 187.0
97.6 79.6 1772
213.0 460.8 673.8&<
o
g
IS

expenditure. It is worth noting that Greater London spends nearly five times as much per head of the S
population on cultural facilities other than Museums and Galleries as any other region in Britain. Of this figurW R
of £496 per head in 1982-3 £336m was spent by the boroughs and £133m by the GLC. orking for London
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An analysis of culture structured around the
concept of the Cultural Industries on the other
hand directs our attention precisely at the
dominant private market sector. It sees culture,
defined as the production and circulation of
symbolic meaning, as a material process of
production and exchange, part of and in
significant ways determined by the wider
economic processes of society with it shares
many common features.

Thus, as a descriptive term, Cultural Industries
refers to those institutions in our society which
employ the characteristic modes of production
and organisation of industrial corporations to
produce and disseminate symbols in the form
of cultural goods and services, generally,
although not exclusively, as commodities. That
is to say newspapers, periodical and book
publishing companies, record companies,
music publishers, commercial sports
organisations etc. In all these cultural
processes we characteristically find at some
point use of capital intensive, technological
means of mass-production and/or distribution,
highly developed divisions of labour,
hierarchical modes of managerial organisation
with the goal, if not of profit maximization, at
least of efficiency. | refer to this as a descriptive
use of the term Cultural Industries because it
describes characteristics common to the
cultural process in all industrial societies,
whether capitalist or socialist. Within the
descriptive useage we need to note a further
distinction made by Adorno, who originally
coined the term, between those Cultural
Industries which employ industrial technology
and modes of organisation to distribute cultural
goods or services which are themselves
produced by largely traditional or pre-industrial
means (e.g. books and records) and those

Table 2: Consumer Expenditure 1982: £ million

Consumer Expenditure 1982

Recreation, entertainment and education:

Radio, TV, and other durable goods

TV and video hire charges, licence fees and repairs
Sports goods, toys, games and camping equipment
Other recreational goods

Betting and gaming

Other recreaticnal and entertainment services
Books,newspapers and magazines

Education

Source: National Income and Expenditure

Note: This illustrates both the dramatic rise in the expenditure on domestic hqﬁéwa
that the buying, renting and servicing of such hardware together with TV lic
consumer leisure expenditure, approximately 25%. These figures |Ilustrat etre
to withdraw into the home via a range of technological delivery systems foussed esF |
This of course parallels TV viewing figures as a percentage of cultural cop8umption time.

where the cultural form itself is industrial (e.g.
newspapers of films and TV programmes). We

. need to hang on to this distinction because the

two forms tend to produce different relations o
production and types of economic
organisation.

But the term Cultural Industries can also be
used analytically to focus upon the effects on
the cultural process within the capitalist mode
of production of cultural goods and services
produced and distributed as commodities by
labour which in itself is a commodity.

In this regard the first point to stress is that the
Cultural Sector operates as an integrated
economic whole because industries and
companies within it compete:

® for a limited pool of disposable consumer
income;

® for a limited pool of advertising revenue;
® for a limited amount of consumption time;

® for skilled labour.

Consumer expenditure

Consumer expenditure on cultural goods and‘
services has been rising sIowa as a proportic

of total expenditure as with rising prosperity
consumption of basic essentials, such as foog
and clothing, reach saturation point. Howeves
this movement has been within limits and

studies have shown this expenditure to be
inelastic not only in general, but in the sense

that, for individuals and families, expenditure
does notrise in line with rising income. This &S

£ million At 1980 prices £

1980 1981

2,161 1,567 1,798

1,997 1,671 1,640

1,304 1,211 1,153 1

2,700 2,288 2,328 )

1,832 1,572 1,496

1,608 1,396 1,294

2,396 1,856 1,805

1,540 1,092 1,145

15,538 12,553 12,709

Working for Londor
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weekly household expenditure GLC UK

i musical instruments and cine repair 2.87 1.82
_magazines, newspapers and periodicals 213 2.01

0.31 0.14
s, sporting events and other entertainment 119 1.05
ce and rental 1.20 1.44

are is higher spending on all categories except TV licence and rental which is reflected in the PAGE 147

ly lower percentages of households with TV. 95.1% in GLC compared with 96.7% for UKiin 1980/81.
gher levels of cultural expenditure in London in turn reflect higher average levels of household income,
7 for GLC as opposed to £167.60 for UK.

& Total Advertising Expenditure and its Relation to Consumers’ Expenditure and Gross National

Total expenditure as a percentage of
Total expenditure Total expenditure

in 1975 prices’ in current prices Consumers’ Gross national
(ME£) _(ME) expenditure? product?
NA 123 1.15 0.89
NA 197 1.43 1.08
NA 323 1.91 1.43
897 338 1.90 1.40
885 348 1.84 1.38
925 371 1.84 1.38
1005 416 1.94 1.42
1002 435 1.90 1.39
991 447 1.84 1.35
976 451 E Brig 1.29
1039 503 1.83 1.34
1067 544 1.86 1.37
1022 554 1.74 1.27
997 591 1.66 1.20
1113 708 1.76 1.28
1259 874 1.91 1.36
1118 900 172 1.21
967 967 1.50 1.03
1020 1188 1.59 1.07
1110 1499 1.75 1.19
1254 1834 1.86 L2l
1285 2131 1.82 12F
1306 2555 1.88 1.30
1287 2818 1.85 1.31
1315 3126 1.87 1.33
1440 3579 1.96 1.39

NA = Not Available
1 Figures in this column are obtained by deflating the current price figures by the retail price index. G\ACK & ETy
47

2 Due to revisions made by the Central Statistical Office to GNP and consumers’ expenditure data — often OQ,?/ e
going back many years — the ratios given in this table may differ slightly from ratios given in previous years. & %
< >
f GLG
£
£
& 1981-1986
o
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probably linked to the question of limited
consumption time.

Advertising expenditure

Table 4 shows the close relationship between
total advertising expenditure and both
consumer expenditure and GNP. Since 1982 it
has varied between 1.9% and 1.15% of
consumer expenditure and between 1.43% and
0.89% of GNP. Moreover in real terms total
advertising expenditure has remained
remarkably stable growing over the last 20
years by only £431 million and remaining
virtually static from 1964-1976. Against a
background of a high level of advertising in the
UK in relation to GNP compared with other
European economies the limits of the
advertising revenue pool are plain.

Consumption Time

Cultural consumption is confined for most
people to a so-called free time the extent of
which is limited by the material necessities of
work and sleep. If we assume a working week
including travel of 45 hours and sleep time of
48 hours per week, that leaves 75 hours per
week in which all other activities have to be
fitted. Twenty hours per week of time on
average are taken up by TV viewing.

Cultural consumption is particularly time-
consuming in the sense that the most common
and popular form of culture, namely narrative
and its musical equivalent, are based upon
manipulation of time itself and thus they offer
deep resistances to attempts to raise the
productivity of consumption time.

This scarcity of consumption time explains:

® the acute competition for audiences in the
cultural sector;

® the tendency to concentrate cultural
consumption in the home thus cutting out travel
time;

® s recent Swedish studies have shown a
sharp rise in the unit cost of each minute of
consumption time, in particular as investment
on domestic hardware rises while the time for
using such hardware does not. Thus in Sweden
between 1970 and 1979 time spent listening to
music rose 20% while the cost rose 86% with
each hour of listening costing 55% more.

The Labour Market

The various cultural industries compete in the
same market for labour. Individual film-makers,
writers, musicians or electricians may move in
their work from film, to TV, to live theatre. The
electronic engineer may work in manufacturing
or broadcasting. The journalist may work in
newspapers, periodicals, radio ot TV.

This unified labour market is retiected irt traale
union organisations. ACTT organises across
film, TV and radio. The NUJ across
newspapers, books, magazines, radio and TV.
The Musicians’ Union members work in film,
radio, TV and records as well as live
performance and so on.

As a result of these levels of integration within
the Cultural Sector a shift in one place affects
the structure of the whole sector. The
introduction of a new TV channel, such as
Channel 4, restructures the broadcasting, film
and advertising market in specific ways. Even
more, of course, will this be the case with Cable
and Satellite services. The introduction of a new
colour supplement has repercussions upon
the finances of other publications, but may well
also have cross-effects on broadcasting
revenue. The same holds true for public
intervention. One needs to be aware that one
may be playing a zero-sum game and that all
options are not simultaneously open.

A classic example of this inter-action and of the
ways in which the dynamics of the private
sector impact in the public sector is the relation
between ITV and BBC. Because ITV holds a
monopoly of TV advertising and because there
has in general been a high demand for this
commodity, extra broadcasting hours mean, for
ITV, extra revenue, more efficient utilisation of
plant and thus higher profit. Thus there has
been steady pressure from ITV, in common
with commercial broadcasting systems *
throughout the world, to expand the hours of
broadcasting, pressure which has been
successful. For the BBC on the other hand
expansion of hours leads to increases in costs
with no increase in revenue. They have
however been forced to respond to ITV
because of the need to compete for audiences,
thus increasing the pressure to spend more
public money on broadcasting if the balance
between public and private sector was to be
maintained.

The structure and dynamics of the Cultural
Industries

The particular economic nature of the Cultural
Industries can be explained in terms of the
general tendencies of commodity production
within the capitalist mode of production as
modified by the special characteristics of the
cultural commodity. Thus we find competition
driving the search for profits via increased
productivity but it takes specific forms.

There is a contradiction at the heart of the
cultural commodity. On the one hand there is a2
very marked drive towards expandlng market
share or the form this takegdnAfé &diturg

sector, audiences. Tth explalned byt

that in general, beca e
of culture is noveltyg)r dif
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are all in a sense gfototypes. That'i§ fo’say the

cultural commodity r&8feteltirag)fon &gmdm‘bn

archive.parmindervir.com

1

uglu®

l eisa %

ich %
Z



(As little

T
3 Py

- . i. ')r—

Romford brings alittle
culture toFridays.
as possible).

iy
-

The John Bull Bitter

Pool Champieés |p,‘*.

process which is one of the material results of
the abstract equivalence of exchange to which
the commodity form aspires. This drive for

! novelty within cultural production means that in
general the costs of reproduction are marginal
in relation to the costs of production (the cost of
each record pressing is infinitesimal compared
to the cost of recording for instance). Thus the
marginal returns from each extra sale tend to
grow, leading in turn to a powerful thrust
towards audience maximisation as the
preferred profit maximization strategy.

On the other hand the cultural commodity is not
destroyed in the process of consumption. My
reading of a book or watching of a film does not
make it any less available to you. Moreover the
products of the past live on and can be
relatively easily and cheaply reproduced anew.
Thus it has been difficult to establish the
scarcity on which price is based. Thus cultural
goods (and some services, such as
broadcasting, for technical reasons) tend
towards the condition of a public good. Indeed
one can observe a marked tendency where
they are not de jure so treated for consumers to
so treat them de facto through high levels of
piracy, as is now the case with records, video-
cassettes and books. (It should be noted that
this in its turn relates to another contradiction in
the cultural sphere, on which | will comment
shortly, between the producers of cultural

Advertising is now an unavoidable
part of our visual culture, often
stimulating ‘choice’ where hardly
any actually exists. (Photo: David
Hoffman).

hardware and software. It is the development of
a market in cheap reproduction technology that
makes piracy so difficult to control). Thus in
contradiction to the drive to maximize
audiences, at the same time a number of
strategies have had to be developed to limit
artificially access in order to create scarcity.

The drive to audience maximization leads to the
observed tendency towards a high level of
concentration, internationalisation and cross-
media ownership in the Cultural Industries.

The strategies to limit access have taken a
variety of forms:

® Monopoly or oligopolistic controls over
distribution channels sometimes, as in
broadcasting, linked to the State. One often
finds here a close relationship between
commercial interests and those of state control.

?,%\’ACK & ET/VA//
(8

L

81-1986

>/
o
process on the provision of cultural hardware ¢
e.g. radio and TV receivers, Hi-Fi, VCRs etC. =

©
o
® An attempt to concentrate the accumulation &8 G
with the programmes, as in the early days of § 19 ¢
a.

Working for London

archive.parmindervir.con

S

4
JAIROS



PAGE 150

British broadcasting, as necessary loss-
leaders. The rationale for the introduction of
cable in the UK is an example of this.

® The creation of the audience as a commodity
for sale to advertisers, where the cultural
software merely acts as a free lunch. This has
proved itself the most successful solution and
the increased proportion of advertising to sales
revenue in the press and periodicals market
culminating in the growth of free newspapers
and magazines and steady expansion of wholly
advertising-financed broadcasting services are
indications of this.

® The creation of commodities, of which news
and soap operas are classic examples, which
require constant reconsumption.

Audiences, Cultural Repertoire and
Distribution

The third key characteristic of the Cultural
Commodity lies in the nature of its use-values.
These have proved difficult if not impossible to
pin down in any precise terms and demand for
them appears to be similarly volatile. Culture is
above all the sphere for the expansion of
difference. Indeed some analysts would claim
that cultural goods are pure positional goods,
their use-value stemming from their use as
markers of social and individual difference.
While this aspect of culture merits much deeper
and more extended analysis it is only
necessary here to draw one key conclusion,
namely that demand for any single cultural
product is impossible to predict. Thus the
Cultural Industries if they are to establish a
stable market are forced to create a relationship
with an audience or public to whom they offer
not a simple cultural good, but a cultural
repertoire across which the risks can be
spread. For instance in the record industry only
one in 9 singles and one in 16 LPs make a
profit and 3% of the output can account for up
to 50% of turn-over. Similarly in films the top ten
films out of 119 in the UK market in 1979 took
32% of the box-office receipts and the top forty
80%.

Thus the drive to audience maximization, the
need to create artifical scarcity by controlling
access and the need for a repertoire bring us to
the key point in this analysis. It is cultural
distribution not cultural production that is the
key locus of power and profit. It is access to
distribution which is the key to cultural plurality.
The cultural process is as much if not more
about creating audiences or publics as it is
about producing cultural artifacts and
performances.

We need to recognise the importance within the
cultural process in general and within the
Cultural Industries in general of the function
can be called, for want of a better word,
editorial. This is the function not just of creating
a cultural repertoire matched to a given
audience or audiences but at the same time of

matching the cost of production of that
repertoire to the spending powers of that
audience. These functions may be filled by
somebody or some institution referred to
variously as a publisher, TV channel controller,
a or film distributor. It is a vital function totally
ignored by many cultural analysts, a function as
creative as writing a novel or directing a film. It
is a function moreover which will exist centrally
within the cultural process of any
geographically dispersed society with complex
division of labour.

Taking these various factors into account we
are now in a position to understand the reason
why our dominant cultural processes and their
modes of organisation are the way they are.
The newspaper and the TV and radio schedule
are montages of elements to appeal to as wide
arange of readers, viewers and listeners as
possible. The high levels of concentration in the
international film, record and publishing
industries are responses to the problem of
repertoire. The dominance of broadcast TV
stems from its huge efficiency as a distribution
medium with its associated economies of scale.

For this reason the notion that the new
technologies of cable and VCR are fragmenting
the market rather than shifting the locus of
oligopolistic power needs to be treated with
caution, since there are strict limits to how far
such fragmentation can go economically.

The Hierarchy of Cultural Industries

Power in the cultural sector clusters around
distribution, the channel of access to
audiences. Itis here that we typically find the
highest levels of capital intensity, ownership
concentration and multi-nationalisation, the
operation of classic industrial labour processes
and relations of production with related forms
of trade-union organisation. These
characteristics are exhibited to their highest
degree in the manufacture of the hardware of
cultural distribution, especially domestic
hardware. This is a sub-sector increasingly
dominated by a few Japanese corporations
such as Matsushita, Sony, Sanyo, Toshiba and
Hitachi together with Eastman Kodak, Philips,
RCA. The major UK firm of this type is Thorn
EMI.

Then there are the major controllers of
channels of software distribution often closely
linked to specific modes of reproduction such
as record pressing or newspaper printing. In
non-print media there is again a high level of
concentration and inter-nationalisation and US
firms dominate owing to the large size of the
domestic US market. Here we find some of the
same firms as in hardware e.g. RCA, Thorn EMI
and Philips joined by f|r

CBS, Time-Life, Gulf- \(M‘éstern MCA. The

nationalisation of prlg} me be |te

by barriers of langu&ge. ’\GLHQ
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PALACE

ONDON‘S LARGEST VIPEO-& HOM'E COMPUTER STORE

74% of daily newspaper circulation, two of
ese groups — News International and Reed
International have extensive foreign interests.

The increasing tendency in this field, as an
extension of the principle of repertoire, is the
formation of multi-media conglomerates, such
as Pearson Longman and Thorn EMI in the UK,
who own interests across a number of media
thus enabling them both to exploit the same
product, be it a film, a book or a piece of music,
across a number of media and also to expand
the principles of risk spreading not only across
a range of consumer choice in one medium but
also across the consumers’ entire range of
cultural choice. The development of such
centres of cultural powers also, of course, raise
Darriers to entry.

Around these centres of power cluster in their
turn groups of satellites. These satellites can be
either small companies, for instance
independent production companies in relation
to Channel 4, or individual cultural workers
such as freelance journalists, writers, actors,
film directors. In these satellite sectors we find
high levels of insecurity, low levels of
profitability, low levels of unionisation and
where it exists weak trade union organisations.
Often labour is not waged at all, but labour
power is rented out for a royalty.

The existence of this dependent satellite sector
fulfills a very important function for the Cultural
Industries because it enables them to shift
much of the cost and risk of cultural research

VIDEO TA

Britain leads the world in the
percentage of homes with video
recorders. The video hire market is
now quite static; the computer
games market probably destined
for a very great fall. (Photo: Sally
MclLeay).

turn-over of creative cultural labour without
running the risk of labour unrest, bearing the
cost of redundancy or pension payment. Their
cup brimmeth over when, as is often the case,
the workers themselves willingly don this yoke
in the name of freedom.

The Market and Culture

Before turning to the specific problems of
London and of public intervention in the
cultural sector, one last general analytical
question must be raised; namely what is our
attitude to be to the relation between the market
and the cultural process. There is that general
tradition which regards culture and the market
as inherently inimical. This view is powerfully
reinforced within the socialist tradition by
opposition to the capitalist mode of production.

But it is crucial to separate the concept of the
market from the concept of the capitalist mode
of production, that is to say from a given
structure of ownership and from the special
features derived from labour as a market
commodity. In terms of this relationship
between consumers, distributors and
producers of cultural goods and services the
market has much to recommend it, provided

PAGE 151
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removal of the power vested in private or
unaccountable public ownership will not
remove the need for the function | have
described as editorial whether such a function
is exercised individually or collectively. It also
has to be stressed that even within the capitalist
mode of production the market has, at crucial
junctures historically, acted as a liberating
cultural force. One thinks of the creation of both
the novel and the newspaper by the rising
bourgeoisie in the 18th century and of working
mens’ clubs and the working class seaside
holiday in the late 19th century.

Indeed the cultural market as it has developed
in the last 150 years in the UK as a substitute for
patronage in all its forms cannot be read as
either a destruction of high culture by vulgar
commercialism as one reading would have it,
nor as a suppression of authentic working class
culture on the other, but as a complex
hegemonic dialectic of liberation and control
which still makes an analysis for instance of the
role of broadcasting and of the BBC, public
services tradition so difficult.

What analysis of the Cultural Industries does
bring home to us is the need to take the
question of the scarcity and thus of the
allocation of cultural resources seriously
together with the question of audiences, who
they are, how are they formed and how best
can they be served. For it needs to be said that
the only alternative to the market which we have
constructed, with the partial exception of
broadcasting, has tended either simply to
subsidise the existing tastes and habits of the
better-off or to create a new form of public
culture which has no popular audience; rather
within which cultural workers create for the only
audience they know, namely the cultural
bureaucrats who pay the bill and upon whom
they become psychologically dependent even
while reviling them.

Cultural Consumption

The operations of the industrial and market
structure outlined above produce a very
specific pattern of cultural consumption. Itis
with this pattern that we must start in
formulating cultural policy whatever one’s view
of the market mechanism and whether one
sees the aim of cultural policy as increasing the
audience for cultural activities judged to be
intrinsically worthwhile or as enabling citizens
to satisfy their cultural needs more fully whether
as producers or consumers.

It should be noted that patterns of consumption
are difficult to change because they are
materially determined at two levels. First they
are directly determined on class lines by
available money and time. But secondly and
more profoundly they are determined by what
the French sociologist of culture Pierre
Bourdieu has termed our habitus, that is to say
those positive and negative predispositions to

certain forms of consumption and cultural
practice which one learns unconsciously in
childhood and in the process of education. The
habitus translates the concrete material class
position into which we are born and within
which we are reared into a set of
predispositions which express our sense of
ourselves. In each choice we make between
forms of consumption and differing cultural
practices, as much in what we reject as in what
we accept, we express our sense of belonging
to a specific social group.

Introduction

This section gives a general overview of
consumption in six cultural industries —
publishing, broadcasting, film and video,
performing arts, recorded music, and sports. It
summarises available survey statistics on who
is consuming, what is being consumed, at what
rate, how much the consumer is spending, and
what the trends are. It also presents available
information on differences in consumption for
various sub-groups of the population, based on
age of consumer, sex, socio-economic status,
and race. Finally, wherever available, it gives
comparative information on consumers of the
cultural industries in the subsidised and non-
subsidised sectors. The numbers in brackets
indicate the source of figures used and these
are listed at the end of the section.

The key word here is ‘available’. Very little
separate information is available on
consumption of small-scale arts events (e.g.
community publishing, small theatre groups,
community access broadcasting, etc) and very
little leisure consumption research includes the
variable of race of consumer.

It is useful to place cultural consumption in
perspective: people spend most of their leisure
time at home watching television, reading,
relaxing, and so on. This holds true for both
men and women, and for people of all ages ang
economic classes. Time use studies (10) show
that on average people spend 60% of their
leisure time at home; nearly one-fifth is spent
socialising and drinking; almost one-tenth of
leisure time is spent on holidays and travel.
That leaves less than 15% of leisure time to
spend on away-from-home sports and arts.
The following table shows details of how peo
use their leisure time:

People’s leisure time is increasing — since 1875
the average number of hours worked by full-
time workers has dropped by about 100 hours
per year (5) — but there is no evidence that
people want to use their free time any
differently. In fact, a recent survey (4) asked
people how they would spendctg%ir time if they
had another “6 or 7 houss Per we k Bipxtra
leisure” and responge?showed in gene

want more of what they - g aty .
home, visiting friedds, | I&Kindk. %
S :

The minority of ‘db-ers’, however, are spendin
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2 5. Leisure Activity

Time Spent per Week
Hours %
hing TV 16.0 35:1
hobbies and pastimes 3.8 8.3
res 2.2 4.8
istening to radio 0.9 2.0 PAGE 153
ga 0.8 1.8
Jistening to music 0.4 0.9
3.8 8.3
0.2 0.4
entertaining friends (at home) 1.0 2.2
conversation 1.1 2.4
visiting friends 4.0 8.8
pub 0.8 1.8
1.2 2.6
excursions 1.0 2.2
leisure travel 2.2 4.8
“er away-from-home:
classes 1.8 3.9
formal and other entertainment 27 5.9
sports spectating 0.1 0.2
playing sport 0.8 1.8
walks 0.8 1.8

Note: This table is based on a 1975 survey. A recent (1982) review by Leisure Consultants states that'. .. the
broad pattern of leisure time use has changed relatively little since then. In particular, over one-third of weekly

leisure is still taken up by watching television'.

Table 6. Consumer spending

Proportion of Leisure Spending
- Activity Accounted for by Each Activity

At Home:

viewing and listening 10%

hobbies and pastimes 18%

reading 6%
Alcoholic drink

(home and away) 34%
Holidays 16%
Restaurants and Gambling 10%
Away-from-Home:

entertainment, sport and recreation 6%

%%%\,ACK &E THn,
more time and money doing, and this growth is 4‘\*0 qu
expected to continue. Although consumer & 7
spending in general will rise only 6% (at L L‘
constant prices) 1982-85, leisure spending will =
rise 10%(34). 3 1981-1986
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Consumption by sector

1. PUBLISHING

Books

Book-reading is one of the most popular leisure
activities. In 1982, 45% of people surveyed said
they were reading a book at that time (12). A
more recent (1983) survey shows that over
three-quarters of people have read a book in
the past year (8). The proportion of adults who
are regular readers of books has been rising
since the early 1970s, and is expected to
continue to rise through most of the 1980s (1 0).
Just to put it in context, though, British people
spend less time reading (books and other
material) than any other European country for
which figures are available (Belgium, Denmark,
Germany, ltaly) (6).

Women are more avid consumers of books
than are men (10). There is not a great deal of
variation in the age of readers, but there is a
slight tendency for people who read books to
be in their 30s, rather than older or younger.
There is a very strong connection with socio-
economic status: about two-thirds of
professional, managerial and other white-collar
workers are book consumers, compared to
about 40% of manual workers (3). These socio-
economic differences are reflected in the
findings of recent market research in London,
which showed that people in the inner north-
west boroughs (where professional/managerial

R S
';‘tag;t\\\m S
R -miRetw

City Limits is a highly successful
London listings magazine, runas a
workers’ co-operative, and with an
emphasis on feature articles about
the hidden aspects of London’s
life. (Photo: John Parnell).

workers constitute 30% of the population) read
books much more than do people in the inner
south boroughs (10% professional/manageriai)

(13).

About two-thirds of books read are fiction, but
there are large sex differences here: about
three-quarters of books read by women are
fiction, compared to only about half of these
read by men. Men read more non-fiction than
women — especially history, educational,
business and technical books. There is only
one area of non-fiction where women show
more interest than men, and that is in the field of

biography (12).

Consumer interest in non-fiction has been
growing more rapidly than in fiction over the
past two decades, particularly books on
politics, history and science &:?()
ACK &
%%g\, ETH/V/

Although the propgm%n of people whocff;gd
books is expecteg;to rigl, as, )
consumer expe@ditureGE e slight
(about 1%) ove@he nextiqur years, due to tf;;e
m
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The definition of ‘magazine’ seems to vary so
much that different surveys come up with quite
different consumer figures. Certainly, reading
magazines appears to be a very popular leisure

prospects for the future are not very promising.
The Henley Centre forecasts a continuation in
the downward trend in sales for the rest of the
1980s(8).

activity, with over one-half of the population 2. FILM AND VIDEO
reading a magazine of some kind on a regular

Magazines in general are more popular
amongst young people (age 15 to 24) than any

Although film-going remains the single most
popular away-from-home entertainment,

T

other age group, but this can vary for different perhaps the first point to note about film PAGE 155
magazines. For example more than three times  gongyumption is its dramatic decline over the
as many 15-24 year olds read New Musical past three decades. In 1951, there were 27
5)5‘62 efjre gr“gltgg' gj’%e% gi‘g’ Szcdieyrggtglsd . million cinema admissions per week in Great
read, 6., Woman's Weekly, Do-i- o Britain; in 1982, fewer than 1 million(39).
Men Only. The readership surveys upon which But it is still a fairly popular activity. A recent
such statistics are based inquire only into ‘the (1983) survey of adults in London showed that
important journals and magazines', not those 53% had been to the cinema at least once in
with small (relatively) circulations (3). the past year(16). There were 18 million cinema
j : i attendances in London in 1981(24). Children
Generally, magazines constitute whatis form an important part of the audience for
considered a ‘slow-growth’ area: consumer cinema, and teenagers are the most avid film-
expenditure has fallen by over 20% in the past goers: one-third of 16-19 year olds go to a film
decade, and this decline is expected to at least once a month(3).
continue (10). However, magazines catering to
specific populations and meeting specific There were no consistent differences between
needs and interests are not included in this men and women in London in film-going, but
decline. For example, over 50 new computer oeople in upper socio-economic groups’
magazines have appeared in recentyears;and (professional, managerial, and other white-
the G'TC 18 fundlng‘a number of ”eVY'Y' ; collar workers) were more likely to be film-
established magazines geared to minority goers than those in lower groups (skilled and
interests. unskilled manual workers). The London survey
showed that relatively more Asians (74%) had
been to a film in the past year than either whites
Newpapers (52%) or blacks (58%), and that there was a
relatively large proportion of blacks (16%) who
In 1981, three-quarters of adults read a daily never went to films (compared to 4% for whites
morning newspaper in the UK. Women, the and Asians)(16).
elderly, and the unemployed read newspapers
somewhat less. But the greatest differences in Film consumption is one of the few areas where
newspaper consumption lie in the social class we have some, albeit limited, information
differences of various specific newpapers: over comparing consumers of the subsidised and
50% of the readers of the smaller circulation non-subsidised sector. A survey of audiences
dailies (the Daily Telegraph, The Times, The atthe National Film Theatre* suggests that
Guardian and The Financial Times) are in NFT-goers are the same as other film-goers in
professional/managerial jobs, compared to that they are relatively young. But unlike
less than 10% for many of the mass circulation London cinema as a whole, men outnumber
dailies (e.g. The Sun, The Daily Mirror). As women at the NFT by two to one. Also, although
many as three-quarters of the readers of the categories used were not exactly the same, it
mass circulation papers are semi- and would appear that at least twice as many
unskilled manual workers (3). professional/managerial workers go to the NFT
) : o as to all cinema. Finally, people who go to the
Within London, there are differences in which is NFT go to (any) cinema much more often
the most popular paper, partly base_d on socio- (average 34 times a year) than people who go
economic status, e.g. people in the inner north- to cinema as a whole (average less than five
west (Camden, Westminster, Kensington and times a year)(15).
Chelsea, Islington and Hammersmith) are more
likely than others to read The Guardian, The Consumer expenditure on the cinema dropped
Times or Standard; people in the inner south by 21% 1975-81 (at constant 1975 prices) and
(Wandsworth, Lambeth, Southwark and is predicted to fall by 58% 1981-87, or nearly
Lewisham) are more likely than others to read S\ ACK & ETy,
the Mirror; people in the inner north-east o%?’ Ve
(Tower Hamlets, Hackney, Newham and ' R 4’9,:9
Haringey) are more likely to read the Sun(13). *This survey was actually conducted on s G LC
members of the British Film Institute, not @FT
Consumer expenditure on newspapers has audiences, but 90% of BFI members attegd 1981-1986
been dropping for the last two decades, and NFT showings. Working for London
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10% per year(10). The continued decline in
cinema audiences will be due in part to thedrop
in the numbers of teenagers in the population,
but also to the rapid, widespread development
of video.

Video

All other recent leisure trends pale into
insignificance beside the growth of the VCR
(video cassette recorder). Before 1980,
possession was virtually nil. As of the end of
1985 about 35% of all housholds have VCRs.

Video recorders have proved far more popular
in the UK than in any other European country.
For example, in 1982 when 16% of UK
households had VCR, only 4% of households
in France did(37).

Most people who have VCRs use them to tape
regular broadcast television programmes, in
order to view them at other times. But the
proportion of people who buy or rent video
films is thought to be on the increase. Because
of the huge ‘pirate’ market, it is difficult to know
how many people use their VCRs to watch
such ‘pre-recorded software’, but it is estimated
that over half a million cassettes are rented
each week in London. The most popular videos
include The Evil Dead, Conan the Barbarian,
Death Wish I, First Blood, and The Thing(24).A
1983 survey of leisure activities of adults in the
UK showed that 41% watched video at some
time in the past year(8). There is little published
information on the characteristics of people
who have VCRs. Skilled manual warkers are
among the major users of VCRs, according to
several sources, as are people in the 30-59 .
age group(19). But use among younger people

.
A HEICOMVUR LY |
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The decline of cinemas has been

temporarily halted by GLC support

for community cinemas. The

Dalston ABC is no longer; now a

large residential blocks of flats is

being erected on the site. (Photo: Sally McLeayl.

is also high: one recent survey found that one-
fifth of 15—24 year olds (including the age
group heretofore most likely to go to the
cinema) had watched a hired or bought video
the previous week(38).

In 1982, consumer expenditure on video tapes
in the UK (£200 million) far exceeded that on
cinema-going (£136 million). Consumer
spending on video (equipment and software) &
predicted to increase 322% (at constant prices}
between 1981 and 1987 (10).

3. PERFORMING ARTS

Theatre

Regular consumers of theatre in London
represent a very small proportion of the
population. A 1983 survey showed that only
went to the theatre every two months or more
often(16). However, the same survey showed
that 45% of Londoners went to a play of some
sort (anything from a West End production 1@
the local school play) at least once during the
past year. In 1981, there were over 8; million
attendances at West End theatres, a figure
includes attendances by the 3 milj urists
who visit the theatre whneoa,e:‘égﬂ&wgng,c
N
People who go to the gheat
(over half under 35),avell-€
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whites have never been to a play, compared
32% of blacks and 42% of Asians(16).

Some, limited, information is available
gomparing consumers of subsidised and non-
subsidised theatre(12, 16, 18). In general this
information shows that audiences in both
sectors tend to be young, white, upper socio-
economic class and well-educated, and that
people who go to the state-subsidised sector
are theatre-goers in general. This profile of
subsidised theatre audiences holds generally
true both for the major subsidised sector (the
National Theatre) and for small, community arts
groups. In fact, audiences at small, community
arts events tend to be even more highly
educated than other theatre audiences.

However, although the upper socio-economic
class is over-represented in community arts, it
is not quite so over-represented as at other
theatre events; and when venues are radically
altered as, for example, in plays presented in
working men's clubs, then so is the socio-
economic composition of the audience.

Opera and Ballet

About 10% of Londoners went to an opera and
an equivalent proportion to a ballet at least
once in the past year. As with theatre,
audiences tend to be white, well-educated, and
in Professional/managerial occupations.
Audiences tend to be young — the 25-34 year
old group were more likely than any other age
group to say, in the 1983 survey of Londoners,
that they had been to opera/ballet in the past
year. Audiences at ‘Proms’ performances tend
to be younger still, but drawn from a slightly
wider class range. The ballet has almost twice
as many women in the audience as men(12).

Classical Concerts

Almost one-fifth of Londoners wentto a
classical music concert last year(16). There
were over one million attendances at the South
Bank Concert Halls in 1981. Audiences, as with
theatre, opera and ballet, tend to be white and
in the upper occupational groups. Audiences
again tend to be young (46% of the Royal
Festival Hall audience is under 35) but the
median age of concert-goers is higher than that
of theatre, ballet and opera-goers. Concert
performances at the ‘Proms’ attract a younger
audience(12).

Pop Concerts

Seventeen per cent of Londoners went at least
once to a pop concertin 1983 (16). Not
surprisingly, they tended to be very young, with
nearly three-quarters (71%) under age 30. Pop
concerts have slightly greater appeal for ethnic
minorities: almost one-quarter (24%) of Asians
and blacks in London had been to a pop
concert in 1982, compared to 16% of
whites(16).

Although figures are difficult to come by,
attendance atdance, @Gramaand opera in
England, at least in the subsidised sector,
appear to be relatively stable over the past
decade(14). Consumer spending on the ‘live’
arts increased by 9% from 1975 to 1981 (at
constant prices) and is predicted to grow by 6%
between 1981and 1987(10). In relative terms,
British consumer expenditure on the live arts is
(with Germany) the highest in Europe: the
British spend 0.12% of total household
expenditure on performing arts, compared to,
e.g. 0.05% in France, 0.04% in Belgium, and
0.02% in Holland(6).
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4. BROADCASTING

Television

Virtually everybody watches television. Only

3% of households do not have a TV set(3), and
people spend an average of about 3 hours 10
minutes per day watching it. This represents the
highest rate of viewing in Europe, e.g. West
Germany, 2 hours 13 minutes; France, 2 hours
9 minutes; Netherlands 1 hour 27 minutes(21).

The elderly and children watch more than
people between 16 and 64 years; lower socio-
economic groups watch more than higher
socio-economic groups. There is little
difference between men and women in amount
of television watched(3).

However, there is a difference in type watched.
A recent BBC survey(40) showed that women
want and watch more drama, variety and
religious programmes; men, more sports,
science and nature programmes. Over 25% of
the British population watches Coronation
Street (with women outnumbering men by two
to one). Other favourite programmes include:
Cagney and Lacy, Crossroads, That's Life,
Tales of the Unexpected, Top of the Pops and
the Nine O’Clock News. Audiences for such
programmes number in the many millions(19).

Arts magazine-type programmes (Omnibus,
The South Bank Show, Arena) have
comparatively small audiences — around one-
quarter that of the most popular programmes.
About 7% of the population watched the
televised performance of The Ring (or part of
it), but it should be noted that is many many
times more than any live performance The Ring

ever had. Not only do more people see the arts

on television than live, but also more different

kinds of people: a recent ICA survey showed

that the audience for television arts

programming is drawn from a much wider
cross-section of the population than is the case

for audiences at live arts performances. Also, a
Channel 4 survey in May of this year found that
about 50% of viewers claimed to like arts %
programmes(30,31). >
Audience figures for minority or alternative
programming are even smaller than those for
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arts programmes, and include: Black on Black,
250,000; Eastern Eye, 450,000. However, the
audience for such programmes may be far
more appreciative: a survey done by Black on
Black discovered that a staggering 90% of
viewers questioned liked the programme(28).
There is, however, little information on who
watches what the Media Project terms “social
action broadcasting”. By their very nature, it
appeals to small or minority audiences, and
merely earns a “zero rating” in the standard
measuring system used by the broadcasting
industry(26).

Levels of television viewing have declined
somewhat over the past few years. Spending
on TV has risen partly because of the trend to
two-TV households; about 30% of households
now have more than one set. Consumer
expenditure on television rose 5% 1975-81 (at
constant prices) but is predicted to rise much
more slowly during the rest of the 1980°s(10).

Although television viewing has declined (from
3 hours 40 minutes per day in 1981 to 3 hours
10 minutes per day in 1983), this has evidently
not been because of consumer dissatisfaction
with what is on offer. Comparative surveys
conducted in 1981 and 1983 showed that more
people are satisfied with programming now
than two years ago. This held true for all
channels. In 1981, 61% of people surveyed
said they were satisfied with ITV programmes;
in 1983, 71%. The respective figures for BBC1
are 70% and 84%, and for BBC2, 69% and
75%. Itis of interest that only 27% of people in
the same survey said they were satisfied this
year with Channel 4 programming(22).

Radio

Like television, virtually everybody listens to
radio. A recent survey shows that nearly 90%
listen for at least 15 minutes a week(27). The
average time spent is around 9 hours per
week(10), but this varies according to which
station is listened to, e.g. Capital Radio listeners
tune in for 14 hours per week, BBC Radio 2
listeners for 12 hours per week and Radio 3
listeners for 5 hours per week. In all,
commercial radio gets about a one-third share
of the radio audience(20).

There are little class, age or sex differences in
the amount of radio listening as a whole, but
different stations attract different audiences,
e.g. the audience for Capital is younger than
that for LBC. Also, different radio programmes
attract different audiences, so for example a
greater proportion of the audience for Terry
Wogan is over 50 than the audience for Jimmy
Young(12).

A 1982 survey of what Londoners want on the
radio showed a desire for more local news,
humour, interviews, discussion and popular
music, but a desire for fewer programmes on
party politics and current affairs(22).

As with television, there is no reliable

-also class-related: people in higher socio-

information available on consumption of
community access broadcasting or minority
programmes.

Radio listening has remained relatively stable
although a very recent survey shows a drop of
5% over the past year(27). Consumer
expenditure for radio (and all audio products)
rose 3% between 1975 and 1981 and is
expected to rise 2% to the end of the 80s(10).

5. RECORDED MUSIC

Listening to records, tapes and cassettes at
home is a popular activity, but very strongly
age-related. Among adults virtually all 16-19
year olds regularly listen, but for the elderly the
proportion drops to barely over one-third. Itis

economic groups are more likely to listen to
recorded music than are people in lower socio-
economic groups(10).

Growth in the recorded music industry has
always relied heavily on the teenage market,
but since their numbers and spending power
are declining, consumer expenditure has
remained static in the past five years or so.
Projected change in consumer expenditure on
single records will be nil to the end of the 80's,
up 4% on long playing records, and up 11% on
cassettes. Home-taping has become very
popular. Consumer spending on blank
cassettes rose 247% between 1975 and 1981
and is expected to rise 16% to the end of the
80s (10).

6. SPORTS

Participation

About one-third to one-half of the population
take part at least occasionally (once a year) in
some form of sport(3). But apart from walking,
regular participation in any specific sportis
very much a minority activity. For example, a
1980 survey showed that only 3% of adults had
played tennis in the previous month, 8% went
swimming, 8% played darts, 6% snooker, 3%
squash, 3% football and 1% bowls. About 20%
of adults walked (two miles or more) in the
previous month(36).

Sports participation is age-, sex-, race- and
class-related with young, male, white and
upper socio-economic group people
participating more. Despite Sports Council and
other efforts to broaden the consumption of
sport, a recent (1982) survey of users of sports
centres in Inner London confirmed that the
pattern persists. The differences are strong,

with most sports participation 5‘!‘1 avily
dominated by these groggs%ég’{ : ET/‘//v,C
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There are some exceptions to the pattern
though, e.g. snooker and darts have a higher
participation rate among lower socio-economic
groups; bowls have higher participation among
the elderly; gym/keep-fit among women;
weight-training and martial arts appeared, in
the survey cited above, to attract a high
proportion of ethnic minorities. Also, swimming
“and walking show little difference among men
-and women(3).

Participation in sport has increased during the
past decade; consumer spending on sporting
services grew by 2% between 1976 and 1982
and growth is predicted to be similar in the
coming decade. However, spending on sports
equipment and clothing is expected to grow
slightly faster (3-4%). This increase will be
limited mainly to ‘up-market sportsmen and
women'’(34).

Spectator Sports

As with participant sports, spectator sports are
dominated by men. In 1980 8% of men
regularly watched live football compared to
only 1% of women(9).

For other sports (combined) there is not such a
wide difference between men and women as
spectators, but still 7% of men watched line
sports other than football compared to 4% of
women.

Sports spectating is relatively evenly distributed
across all socio-economic groups, with only a
slight tendency for upper income groups to
attend live sports more than lower income
groups. Full-time students are the most avid
group of sports spectators(3).

Except for football, sports spectating has
remained relatively stable over the past
decade(3). The Henley Centre, in summer
1983, reported a sharp increase in sports
spectating between 1982 and 1983, and
forecast a continued rise for the future.”

Attendance at football matches has been falling
almost continuously since shortly after the
Second World War(3). Attendance is now down
to about 20 million per year in the UK
compared, for example, to about 30 million two
decades ago. The TV audience for football has
also dropped. For example, the 1978 World
Cup was watched on TV by 23 million people;
the 1982 World Cup by 13 million(8).

Consumption in all areas of the cultural
industries except television and radio is
concentrated to some degree among the upper
income, white, and relatively younger members

*Views of the trends and prospects for sports
spectating vary among different experts.

of the population. In sport, consumption is
further narrowed to those of the upper income,
white, younger population who are also male.

Efforts to change and broaden the profile of
consumers in the cultural industies have
tackled a number of issues:

1. Change what is on offer

Clearly, people can only consume what the
cultural industries produce. If the nature of
supply is not geared to the interests and needs
of any particular segment of the population,
they will not consume. In general the aim of the
major producers in the cultural industries is to
maximise consumption. Therefore, the
industries concentrate on those products and
services that appeal to traditional high-use
groups.

There have in recent years been efforts to
change the nature of products and activities on
offer so as to appeal to hitherto low-use groups:
ethnic minorities, the elderly, women, those on
low income.

To day these efforts to change the nature of
what is on offer represent only a very minor part
of the output of the cultural industries, so that
what is available for the ‘non-consuming’
groups is still severely limited. Therefore, large-
scale surveys such as those reported in this
paper inevitably show the same profile of high-
consumption groups: affluent, white, young.

There has been very little research to document
directly the impact on cultural consumption of,
for example, black theatre groups, feminist
publishers, or Asian record producers. There
have been testimonials as to how well-received
and socially useful are various individual
experiments in alternative arts, and simple
observation shows that a large proportion of the
audience for ethnic minority arts are ethnic
minority people. But there is little information on
how these alternative art forms affect
consumption patterns of their target
populations: are they actually reaching new
audiences or are, for example, women who go
to feminist theatre theatre-goers anyway.

What limited research that has been done
suggests that some alternative arts and sports
projects may attract the same participants as
traditional arts and sports. For example, a
study(42) of a variety of community participant
arts projects (festivals, theatre, sport, etc)
concluded that". . . people who took part were
in the main already active in sport and
recreation’. A review(33) of special sports
schemes for women found they succeeded in
attracting women participants, but these were
women who participated anyway in ‘non-
special sports programmes. A survey(18) of
audiences at performances of community
theatre groups found ‘. . . they closely resemble
almost all audiences at large theatres —i.e.
largely middle class . . . and with dominant
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proportions whose formal education was at
universities’.

Such research in part shows how very difficult it
is to change people’s habits: to get non-theatre-
goers into the theatre, to get non-sportspeople
into sports, etc. But it must also be strongly
emphasised that such research has been very
sparse — too sparse to support any sweeping
conclusions — it has never been applied to
ethnic minority arts, arts for the elderly, and
many other alternative art forms, and it has
been severely limited in scope.

For example, the study of audiences at
community theatre cited above (para. 66)
focussed on performances at fairly traditional
or elite venues — auditoria in universities,
colleges and arts centres — so it is not
surprising that audiences were themselves
fairly traditional and ‘elite’. This raises a second
issue in terms of attempts to broaden
consumption in the cultural industries: that of
access to arts and sports.

2. Accessibility

Efforts to broaden the pattern of consumption
have often been geared toward easing access
to arts and sports. This covers a wide range of
strategies: citing venues within the communities
where there are large proportions of people
who do not otherwise participate; making
tickets more convenient to buy; reducing ticket
prices; laying on special forms of transport to
venues; providing various support services to
make it easier to participate, e.g. creches;
making attendance at arts and sports venues
more appealing, interesting and lively, and less
forbidding, by, for example, the addition of
popular food outlets.

Again, very little research has been published
to monitor the impact of such measures in
bringing in new participants. Many of these
strategies, particularly those having to do with
alterations in how tickets are bought are
marketing strategies intended to maximise
income through higher attendance, rather than
to broaden the audience.

3. Information

Most of the schemes to attract non-consumers
into arts and sports have suffered from poor
publicity. Alternative arts and sports schemes,
as well as the strategies employed to ease
access, have never been treated to the ‘hype’
that accompanies traditional arts and sports
events. So to compare their appeal in terms of
numbers who consume would be doubly
inappropriate: (i) they are by definitions of
appeal to fewer people, and (ii) they are
nowhere near as publicised as mass-appeal
events.

Often the information strategies employed by
arts and sports events intended to attract the

‘non-consumer’ are somewhat self-defeating.
For example, advertising special sports classes
for the elderly by placing publicity posters for
the classes in a sports centre; participants are
then bound to be drawn from among those who
already visit the centre; or, as in Arts Council
information experiments of the late 1970s,
placing publicity leaflets for arts events in
libraries, theatres and galleries, and then
concluding that the information project’. . . had
amajor impact on the educated person but it
was more difficult to show impact on the less
articulate . . .’(1)

Most organisations offering events for the ‘non-
consumers’ are operating on very tight
budgets. Information and publicity is seen as a
luxury that they (and their financial supporters)
cannot afford. The amount of funding allocated
to publicity is generally very low and the result
is that members of the community are often
uninformed about what is on offer. A recent
survey in Hammersmith found that the reason
given by the majority (70%) of residents for
non-attendance at special arts and
entertainment events was that they had never
heard of them(7).

In attempts to broaden consumption patterns in
the cultural industries few have ever dealt with
all three issues — changing the product to meet
the interests of non-consuming groups; easing
access; and mounting effective (i.e. generous)
publicity. Well-monitored, comprehensive
efforts of this sort are needed in order to
explore the most effective means for bringing
about significant change in cultural
consumption.
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Cultural Policy

The Culture Industries and London

As a result of the work for the Public Hearings
on Cable and the London Industrial Strategy
the Economic Policy Group has identified the
cultural sector as a prime site for possible GLC
intervention both because of its intrinsic
importance to the London economy and
because through the Arts and Recreation
budget the GLC is already making a significant
intervention which, if it is to produce the
maximum long-term benefit in terms of access
to cultural opportunities for Londoners, needs
to be planned in the light of the economic
dynamics of the cultural sector as a whole.

Because of London’s historic role as not only a
national, but also an imperial, capital city, the
cultural industries are heavily concentrated in
London as the hub of both a national and
international market. Printing and Publishing is
now London's largest manufacturing sector
employing in 1978 112,300 with book
publishers exporting 34% of their output.
Electrical engineering, which provides the
infrastructure of cultural transmission is the
second largest manufacturing sector with
99,300. Between them these two sectors make
up one third of London’s manufacturing
employment.

The study The Audio and Audio Visual
Industries in London shows that about 50,000
people are employed in London in the
broadcasting, film and video industry and that
nearly 30% of all UK cinema box-office
receipts are taken in Greater London. A further
20,000 are employed in advertising 59% of the
UK total.

The Institute of Employment Research at the
University of Warwick estimated in their Spring
1982 review of the Economy and Employment
that for 1980-1990 the category of Literary, &
Artistic and Sports would be the fastest growing®
=
5

o
KN

area of employment increasing nationally by
30% or 132,000.
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The Cultural Industries and Public Policy

The question of the implications of the rest of
analysis outlined above for public cultural
policy is very much on the international
agenda. In April 1980 the Council of Europe
held a Conference on The State’s Role vis-a-vis
the Cultural Industries and is engaged in
continuing work in this field. In 1978 UNESCO
approved the implementation of a comparative
research programme on cultural industries. As
aresult a meeting of experts on “The Place and
Role of Cultural Industries in the Cultural
Development of Societies” was held in
Montreal in June 1980 and this was followed by
a World Conference on Cultural Policies in
Mexico in July 1982.

The French Government has recently set up an
Investment Fund for the Cultural Industries
aimed both at helping those industries to
compete against foreign, especially US
products, in the domestic market and also to
penetrate export markets.

The recent second report from the UK
Government Information Technology Advisory
panel sees software in all its forms as a growing
international market which the UK is in a good
position to exploit and advocates Government
support, on grounds similar to the French
initiative, for the development of what they
describe as tradeable information, a category
that includes entertainment.

The new approaches to public cultural policy
are motivated in part by a realisation of the
growing economic importance of the cultural
sector and in part by the perceived
inadequacies of traditional approaches to
cultural policy which at best act as a temporary
band-aid of almost total irrelevance to the
health of the patient.

They are in large part an attempt to prop up a
largely 19th century structure of cultural
practice, to which the majority of citizens are
wholly indifferent.

What then should our reaction be? What kind of
policy question do we now need to pose?

Broadcasting and Cultural
Policy

First, and most importantly, we need to direct
the debates, organizational energies and
finance towards broadcasting. It is the major
site of public cultural intervention. In 1982 its
revenues were as follows:

BBC £ 563.6 million
ITV £ 820.2 million
ILR £ 70.0 million
Total £1453.8 million

This compares with total central government
and local authority expenditure on libraries,
museums and galleries and other cultural
facilities in the same period of £673.8 million.

In the case of the BBC this sum is under total
public control. In the case of ITV and ILR, while
the cultural service is produced by privately-
owned, commercial companies and is financed
by selling advertising time to commercial
advertisers, this is done within a public service
structure of control which actively counters
market pressures through mandatory
programming, differential rentals, the
franchising process, the Channel 4 levy and the
Channel 4 Board. Moreover it is the public
authority which funds and owns the
transmission system.

But broadcasting is also a major site of public
cultural intervention in the narrow sense that,
according to evidence submitted to the Select
Committee on Education, Science and the Art's
inquiry into Public and Private Funding of the
Arts in 1981-2 the BBC spent £105 million, ITV
£90 million and ILR £2 million on those areas of
programming such as drama and music which
can be defined as art in the narrow sense of
that term. This compares with the Arts Council’'s
budget of £74.7 million and the British Film
Institute’s of £8.4 million.

Broadcasting is also the heartland of the
cultural process nationally because of:

(a) the percentage of free time devoted to
viewing and listening, an average of 20 hours
per week per head or about 25% of available
time.

(b) the percentage of consumer expenditure
devoted to it, approx £4,150 million in 1982
compared with £2,396 million on books,
newspapers and magazines and £1,608 million
on other recreational and entertainment
services. Moreover expenditure on
broadcasting has been growing over the last
twenty years not only absolutely but as a
percentage of consumer expenditure.

Because of the centrality of broadcasting, other
cultural forms and practices have become
increasingly dependent upon it.

(a) Notonly do most people now watch films
on TV and not in cinemas, but, as Channel 4
has demonstrated, the creation of a particular
broadcasting structure can and has created in
its shadow a dependent/independent film
sector. Without Channel 4 it is doubtful whether,
for instance, the film and video workshops with
the associated ACTT Workshop Agreement
would have come into existence, a
development which has alr: a§,a
profound effect on the i?gnxe?n C(éqof
public funding. Not ggly is the continuing%,
existence of an ir;%épen nXilgh a eo“;,
sector now depengent o f ealthy
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independent distribution and exhibition sector
is increasingly determined within Channel 4.

Moreover Channel 4's intervention creates a
force field, as the example of the workshops
shows, into which other public funding bodies
such as the BFI, GLAA and the GLC are
sucked as they become involved in co-funding
arrangements.

Itis often argued by the cinema industry that TV
should pay a levy on all films shown the
proceeds of which would be channeled back
into film production and even cinema exhibition
—as in fact a substitute for Eady. We need to be
wary of this argument since it is in effect a
transfer of resources out of the public sector,
where it is under some element of public
control, and into the private sector.

(b) As The Record Industry chapter shows
access to radio airtime is a major determinant
of a record’s market success or failure, while on
the other hand the record industry looks
increasingly to radio as a source of revenue
from Performing Rights.

(c) Notonly are book sales in both fiction and
non-fiction significantly linked to TV exposure
e.g. Brideshead Revisited or Life on Earth. But
increasingly book publishers, often themselves
part of multi-media conglomerates, are
conceiving projects from the start with their
broadcasting potential in mind.

(d) The chat-show and the phone-in, two
quintessentially characteristic forms of
contemporary broadcasting are now an integral
and essential element in the marketing process
of other cultural industries as the Local Radio
Workshop’s study of Capital Radio or any
edition of Breakfast TV or TVAM demonstrates.

(e) Sportisincreasingly dependent on
sponsorship which in its turn is attracted by the
possibility of broadcast, especially TV
coverage. Indeed the high level of tobacco
company sponsorship is accounted for by their
need to circumvent the ban on the TV
advertising of cigarettes.

Problems of Broadcasting Policy

For the reasons given above any cultural policy
needs to engage with problems of
broadcasting policy. In particular that is true at
present when the whole culture sector faces
upheaval because of increased commercial
competition for the attention and expenditure of
TV viewers via VCRs, Cable and Satellite. The
problems of broadcasting policy can be looked
at under three headings.

1. The Broadcasting Economy

As in any cultural system there is a need in
broadcasting to match production to revenues.
This problem has special features in the case of

broadcasting because the level of revenue s
determined not by the consumer, but by e
Government in the case of the BEC licence ang
by advertisers in the case of commerca
broadcasting.

Nonetheless if the amount of airtime 1o be filea
outruns the capacity of the domestic system 1o
finance the necessary production there are two
inevitable results. Either the costs of production
must be lowered by cutting wages, the time
available for research, writing, rehearsal etc
and/or the economies of scale available on the
international market must be exploited either by
importing programmes whose costs have
largely been amortized on other, mainly the US,
markets or by co-production or by designing
programmes with foreign sales specifically in
mind.
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Itis arguable that the creation of Channel 4,
TVAM and Breakfast TV, whatever their merits
or demerits in isolation, has already put the
British broadcasting system under such
pressures as moves to ease the existing quota
restrictions and calls from ITV Chairmen to cut
production costs bear witness. It is certain that
the introduction of cable and satellite services
will have serious and deleterious effects on the
cultural range of domestically produced
programmes available on British TV.

But the expansion of distribution channels for
audio-visual product, especially under market
conditions, has two further consequences.

® |t is impossible any longer to retain central
control over the flows of revenue involved such
that, as happens within the BBC and the IBA
system, cross-subsidization is possible
between geographical areas and programme

types

® |tis impossible to maintain a balance between
publicly-funded and advertising-funded
broadcasting and the whole system
increasingly responds to the pressure and
dynamics of advertising.

2. Accountability

At present broadcasting expenditure and the
cultural policies within which that expenditure is
made are under the control of publicly
appointed bodies responsible to Parliament
and advised by a structure of Advisory
Committees. In addition within the IBA system
there is a process of at least semi-public
franchise awards.

Criticisms of this structure of accountability

have been made and widespread over the last
decade and there is no need to rehearse those
arguments here. However in comparison with
other sectors of the Cultural Industries notonly &%
is some measure of public accountability built gé G LC
into the broadcasting system, but the Iegitima@

of the whole system rests upon it. There is thug 1981-1986
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sectors, but in order, because of broadcasting’s
centrality, to directly influence other sectors.
Thus the GLC, in alliance with other interested
local authorities and public bodies, needs to
take seriously the business of building a
campaign for more accountability in
broadcasting and of using the system’s
accountability which exists through the exertion
of constant pressure and lobbying. In particular
as a strategic authority the GLC should aim to
keep the performance of the broadcasters
under constant review either through itself
setting up a unit or by funding a suitable
external body to carry out this work on its
behalf. It should also publicize widely the
results of such work.

3. Access

Access in broadcasting can mean a number of
different things:

(a) The opportunity for individuals and groups
to make their views known to the public via TV
and radio in their own way, unmediated by
journalists or programme producers. There is a
spectrum here from units inside broadcasting
organizations set up to facilitate such access,
through to the provision of facilities and funding
from outside the broadcasting organization, to
make programmes which the broadcaster
shows willingly or is obliged to transmit.

The introduction of cable must not be used to
allow broadcasters to avoid extending the
concept of access in this sense since
broadcasting will remain for a long time,
perhaps for ever, the major channel to the
majority audience. Cable could easily be used
to ghettoize such access.

(b) Access to the information about the inner
workings of broadcasting institutions, e.g.
finance, without which the concept of
accountability is inoperative.

(c) Access to broadcasting channels: This is
the demand made by some community
broadcasters and exercised de facto by
pirates. It is also the claim made by advocates
of multi-channel cable development. Its
attractions within a tradition of free speech, a
free press etc are obvious. Its dangers are
firstly financial as outlined above and secondly,
excessive fragmentation of audiences leading
to extreme forms of ghettoization, and finally
that it easily becomes indistinguishable from
advocating a free market solution to
broadcasting the first casulaties of which, if it
were to come, would be precisely those
alternative voices at present claiming access to
more channels.

(d) Access to the production of mainstream
broadcasting: Here we find, in particular, the
arguments that those who at present create
broadcasting output are drawn from a narrow
class, gender and ethnic group with predictable
results on the output in terms of whose picture

of the world is presented and validated. In
response equal opportunities solutions are
invoked.

There has been a tendency to respond to this
situation by funding alternative production and
associated training for those groups or sections
of the population such as women and blacks at
present excluded from the broadcasting
mainstream. This however, while valuable in its
own terms has more to do with access in the
first sense described above. To solve the
problem of access to the mainstream means
engaging directly with the recruitment and
manpower policies of the BBC and the ITV and
ILR companies with the necessary
collaboration of the trade unions. This in its turn
raises serious issues, which cannot be dodged.
In particular it means recognizing the limited
size of the workforce concerned and its
relatively slow rate of turnover because of its
existing age structure. This in its turn means
that entry will be necessarily restricted and that
whoever exercises control over this entry will
have to devise criteria of selection, which in its
turn links to the nature of the training which is
desirable. In this regard the GLC policy will
need to be co-ordinated with the ILEA’s current
plans to restructure further and higher
education in London and in particular with its
plans for a National Communication College.

In short in considering policies towards access
and related training we need to be clear
whether we are concerned with the
development of fulltime professional cadres for
the broadcasting industry or with amateur or
semi-amateur practitioners.

Other Cultural Policy
Questions

Expenditure on public libraries represents over
50% of all public expenditure on culture and a
much higher proportion of local authority
expenditure. A large and increasing proportion
of that expenditure goes on staff and buildings.
It must be sensible to see that maximum use is
made of that asset. For instance perhaps it is
libraries that need to become both alternative
film and video marketing centres for cultural
services.

We need to stop looking at the media in
isolation. The public sector too needs to exploit
economies of scale and the notion of
repertoire. Thus community bookshop
initiatives have to be co-ordinated with policies
to develop alternative community based
venues for film and video exhibitions, for the
performing arts and for the display of visual
arts. Thus the distribution gf\pesks ords,
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sector audience research and marketing
expertise and ways of placing enhanced
cultural choice in the hands of individuals and
groups, choices to which these distribution
services would then enable cultural workers to
respong and perhaps be more nearly self-
sufficient. This seems preferable to the current
tendency which is to encourage the over-
production of cultural goods and services for
which there is no audience.

If we are serious about improving access to
cultural production for disadvantaged groups
such as women and ethnic minorities then we
need to negotiate with the major companies in
the Cultural Industries over their training and
recruitment policies in collaboration with the
relevant trade unions. But this raises an issue
we cannot dodge. No one has the rightto be a
cultural worker.

Their numbers will always be limited. The
illusion of free access is only at present
sustained by the high levels of unemployment
and marginal employment. The price that
would have to be paid for better terms and
conditions is limitation on access. This applies
as much to existing publicly funded cultural
activities as it does to the private sector. How
then is such access to be controlled, on what
criteria and by whom?

Are there certain cultural trends we cannot
buck, in particular the trend to concentrate
cultural consumption in the home? The GLC
has to decide how to respond to the dramatic
decline in cinema attendances and the
resulting prospect of wide-spread cinema
closure in Greater London. Should those
sinemas be taken over and if so for what
purpose if cinema going cannot be re-created?
Perhaps resources would be better spent
ensuring that the choice people received at
home was enhanced?

Should we campaign for a cultural levy on
advertising? Advertising is a crucial and
growing source of cultural funding. Itis a
source of funding which structures cultural
production and distribution in specific ways
which are not directly responsive to the
demands of audiences. In particular it
subsidizes more heavily the cultural
consumption of the better off. There is therefore
a powerful case for adopting on a national and
cultural sector wide basis the strategy adopted
within the IBA system, through differential
rentals and the Channel 4 levy, of redistributing
advertising expenditure to support cultural
provision which advertising would not support.
The problem is to construct appropriate
mechanisms to this end.
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Chapter 10

LEISURE
POLIGY

Alan Tomkins

Arts Policy Adviser to the
Chair, GLC Arts and
Recreation Committee

(Originally presented as background to the
workshop held at the Arts and Unemployment
Conference, Newcastle, 24 November 1984.)

It is difficult in the short space of a lecture
session to give a detailed explanation of all the
policy issues as they relate to un/employment.

However, it is possible to focus on a number of
structural factors and definitions which | feel
are central to the issues.

Perhaps the most useful lead-in to the
discussion is the newspaper article ‘The Jobs
Generator’ (Sunday Times, 8 July 1984) which
describes a proposal, from a leisure company,
to turn the old Battersea Power Station into @
rather up-market theme park and funfair.
Though it has been suggested that the
development could create over 4,500 jobs
some critics have complained about ‘Mickey
Mouse’ jobs. Ken Livingstone is quoted as
saying that Battersea would provide ‘low-paid,
part-time, cleaning and catering jobs, which are
so common in the leisure industries.” Research
by the Sports Council supports this view.

One important aspect of the Sunday Times
article is the chart which shows the comparative
rates of growth/decline in jobs in the ‘leisure’
industries as against ‘arts’ or ‘sports’ etc. The
figures go from 1960 to 1980 and show:

— 82% increase for pubs

—  76% increase for sports

—  71% increase for gambling

—  60% growth for clubs/popular music

—  21% gain for restaurants/catering
16% for hotels

and crucially:

— 9% drop for arts, theatres, cinemas etc

It is also important to register that in the same
week in which the Press and radio were
clamouring about the private enterprise
proposals for a “Disneyland” in Battersea
Power Station, there was no coverage at all of
GLC's imaginative (£E30m) development plans
for Battersea Park — just half a mile down river.
The GLC plan to restore Battersea Park back to
its Victorian splendour, with free sporting and
other leisure facilities was not worth a mention.
We are nowadays reminded about the
importance of Victorian values, but itis often
forgotten that it was benevolent Victorians who
developed recreation facilities like parks,
museums, historic houses, libraries etc.
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Today the values are feudal not Victorian.
Hence, in the Government's abolition proposals
for the GLC there is no mention of plans for
some 30 or 40 existing GLC parks, nor the
GLC's unique role in constructing large new
parks. The provision of entertainments —
another development of Victorian recreation ‘of
an improving kind' — in parks and open spaces
in the city also receives no mention in the
government's abolition plans.

| do not want to give the impression here that all
is well in the state run leisure sector and all is far
from well in the market leisure industries. Both
sectors interact with each other, both sectors
promote both elite and populist causes, both
sectors have both positive and negative
elements. The central issue is to understand the
conflict and interaction of the state and the
market as ‘providers’ of goods, services etc. at
various levels of popular consumption.

The purpose of this paper is to explore some of
the features of the relationship of the stateand
the market in the context of a major
transformation in living and un-employment
patterns.

To begin with | have chosen a number of
headings or concepts which | believe provide
us with a number of perspectives, or as a
metaphor a number of magnifying glasses, with
which to look at the issues and from which
some conclusions could be drawn.

Why Culture is Political

When you look at the relations between
individuals and groups in the society mediated
through the relationships between their culture,
you see that it is impossible to hold this area
free from politics. Because all of that which
situates some groups in a greater position of
authority, social leadership or dominance —
socially and economically — is not unrelated to
what establishes them as the groups that at a
particular period become the bearers of the %e\,P\CK &E THy,
established culture. And what positions other (=
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we talk of culture we are talking about a source
of enormous historial and social power: those
who command the dominant language, those
who produce and reproduce the dominant
cultural forms, those who have access to the
production and dissemination of culture, those
who produce culture for others, those who
transmit the cultural heritage in education,
those who have access to the production and
dissemination of culture, those who produce
culture for others, those who transmit the
cultural heritage in education, those who are
adept at cultural criticism, those who begin to
monopolise the means of symbolic
communication etc., . . . this is power constantly
at play in society. Culture is saturated with
relations of power, and consequently of
politics.

The State

The state now has a massive presence in
cultural relations and that presence is deeply
contradictory. We depend on it for resources,
provision and we are all beneficiaries of the
cultural enabling role of the state. But just as all
institutions are both enabling and oppressive,
so many of us know that you do not let the state
in without also letting in some form of control
and regulation: traditionally managing the
resources in a way that is not equally
distributive to all sectors of the population.
Clearly, the welfare state gives us some of the
things we need, gives us ‘benefits’, but it does
so in a certain way, in a way that on occasions
puts us down. It is never easy. You work for the
state: in the state, but against the state. You
work to change the restricting nature of the
state, to fight for more democracy, more
collective practices, new cultural sites, etc. It is
in this sense that we need to understand the
state not only as an institution, but also as a
form of social relations, a class practice.

As an economist, John Maynard Keynes’ main
idea in 1936-42 was that the state should take
an active interventionist role not only in
managing the national economy but also a
national culture. From his vantage point, as a
member of the Bloomsbury group, he saw the
justification of an active state in both economic
and cultural terms as ‘civilisation’. Keynes who
was also extensively involved in defining the
early tasks of the new Arts Council (CEMA)
gave a range of debilitating definitions: of the
‘creative artist’ as someone with a heightened
class sensibility, taste; of a popular culture
inferior by definition because of ‘metropolitan
standards’ and commercialism. It is Maynard
Keynes who helps define, incorrectly, cultural
policy as a problem of finding audiences for the
artist's work rather than vice-versa. When
audiences could not be found (the artist and
the work remained unquestioned as an
assumed excellence/standards/taste) this was
blamed on the market and the gap filled by
state subsidy. This tension between, on the one
hand, centralisation, professionalisation and
‘standards’, and, on the other, diffusion,

democracy and popular appeal remains with
us today.

Professionalisation, by the Arts Council and
other institutions, acts as a form of social
closure in which the term ‘amateur’ is used to
describe activities which are ‘more social than
artistic’; are self-indulgent fun; are no skilled
and serious; are not the main means by which a
person ‘earns their living’ etc. In the context of
mass unemployment and what is described by
the press as ‘enforced leisure’; the terms
professional and amateur have little credibility.
Above all they remain class definitions of
exclusiveness. It is worth remembering that it
was the Arts Council itself in 1963 which
proposed a body which could deal with
amateur activities as part of a ‘youth service’ or
as part of some wider general social service
concerned with public provision of ‘leisure’.
Here the class lines are drawn so that amateur
activities are not seen as having artistic merit
and strength as arts activities but as part of
‘some wider social service'. These spurious
definitions and tensions are maintained even
though both the Arts Council and Sports
Council gives some help to amateur activities.

Politically, they are also the tensions which
operate between those institutions committed
to a British nationalist culture and those now
required to defend a popular culture. If
Keynesianism was based upon the attempt to
increase participation in the state, then
monetarism is based on a new strategy for
exclusion from the institutions of power. The
Government proposals on rate-capping and
the proposed abolition of the GLC and
metropolitan councils can be seen as removing
not only the democratic rights of access to a
metropolitan culture and funding, but crucially
centralising and increasing the power of the
national state over the cultural identity of the
regions: more stratified national influence, less
democracy.

The state has been around for well over 2,000
years. Itis as old as money. We were all born
into the state, and the reach of the
contemporary state penetrates deep into all our
lives. To believe that it is possible to seal off a
culturally autonomous zone in the ‘community’
which is somehow free from the state is a
romantic fiction flawed by sentimental
parochialism. The recently published book
titted Community Art and the State (Comedia
1984) by Owen Kelly is an important
contribution to the debate about ‘community’
and the ‘state’.

Though any book which outlines the history of
the community arts movement is welcome,

Kelly's theory of community or the state fails to
tackle the important connegmos b en so-
called professuonal/a rpract|ces the

development of localiteg ondb,
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a view of the state as a manager of capital
that leads him to ignore the pervasive
decasualisation of labour within the cultural
field.

Thus in Britain we do not recognise that culture
is something which the state has very much to
do with. The field of culture, popular or
otherwise, is frequently thought of as a matter of
civil society, self-cultivation, i.e., something
which the state should keep out of. Britain,
because of its extensive commitment to liberal-
individualism thinks that culture is the
cultivation of the private individual, an elusive
personal world rather than a complex social,
economic and political structure. The
pervasiveness of this ideology is most in
evidence in its effect on the recording of
statistics for arts funding.

Britain does not see the need to maintain
central statistical records and what statistics are
available are of variable quality. In Britain the
arts field is seen as indefinable and any attempt
to measure it cannot begin to represent its
essential quality.

Even the first ever publication of arts statistics
Facts About the Arts (September 1983) by the
Policy Studies Institute, though important,
adopts a pragmatic approach which leaves
questions of definition, i.e., ‘arts’, ‘recreation’,
‘entertainment’, ‘sport’, ‘media’ and policy
untouched,unquestioned.

The state has always had a stake in culture, and
particularly the culture of the people. Since the
19th century an increasingly powerful source of
cultural policy has been the state. Indeed it
could be said that the state's relationship to the
market has been at the centre of all cultural
relations since that time. Itis in the 19th century
that people began to realise that the distribution
of goods, including cultural goods, could not
be left to the possessive individualism of the
market. Just as the state began to engage in
areas of social reform so it intervened
powerfully and directly in the cultural arena.
The system of cultural relationships which had
typified the 18th century did not just change of
its own accord in response to the supposedly
neutral requirements of ‘industrialisation’.

Clearly the structural changes associated with
the shift to an increasingly industrialised form of
capitalism brought about both a physical
separation and cultural separation of the
classes. By the end of the 19th century the
middle classes, alarmed at the increased
separation of the classes, sought to counteract
it by creating a new kind of public cultural
space, paid for out of the public purse: siate
provided locations such as public parks,
libraries, historic houses, museums, which
aimed at providing leisure of an improving’
kind. Itis in the 19th century, the heyday of
Empire, that a new conception of 2 natonal
culture’ emerges. (Together with ine
development of a national language, standard
English’ and a national literature |

The construction of a national state is no doubt
a condition of the formation of national capital,
where economic and cultural capital are
constantly in exchange. Britain’s rise to
mercantile dominance and the processes of
generating surpluses of wealth which set both
economic and cultural development in action,
were founded on the slave trade in the
Americas in the 17th century, and India, Latin
American, etc., in the 18th and 19th century.

In each of these phases, an economic and
cultural chain, to be blunt the imperialist chain,
has supported the foundation of one flourishing
British urban culture after another. Hence, the
cultures of these satellite countries have been
and remain indissolubly linked to the
development of the urban, regional cultures of
Britain. Any future arts and recreation policy will
fail unless there is a fundamental recognition of
the SIZE OF THE STATE i.e. that it is both too
big to perform those functions which are the
responsibility of the civic (local) state; and too
small to control the excesses of the media
companies operating in the international state,
particularly the EEC.
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The Market and Popular Consumption

All too often in debates about culture and
cultural policy, the economic relations of
cultural production are rarely discussed
together with its regulation by the state. Itis not
just important that each has a powerful role to
play, but that it becomes impossible to
understand the production of culture at all
without an understanding of the ways the state
and market interact.

At the beginning of the 20th century the state is
playing a much larger role in social and political
life in general. For the first time you get the
major encroachment of a new principle: that the
state must represent the interests of the
community as a whole through its involvement
in the cultural area, e.g., whereas in the last
century popular communication had been
regulated by the market, in the 20th century the
state intervenes to set up institutions like the
BBC, BFl and later the Arts Council.

In the way popular communication in the 19th
century had been regulated by the market, so
today we tend to believe that the best way to
maintain a representative Press is to expose it
to the unregulated play of those who can
accumulate capital fastest. Here, freedom is
equated with market freedom. But this
definition of freedom is not democratic but
commercial. The commercial Press hastened
the separation of the society into two publics:
an elite and mass public, e.g. ‘Top People
Read the Times'. But the notion of a ‘a public’
was now mediated through a class-cultural
relationship where freedom acquires a very
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Freedom for: The Laws of Capital
Accumulation

and in the leisure industries:
Freedom to: Consume

The theory that culture should be largely
organised on a private choice/private
profitability/market competition basis remains a
powerful one. Indeed, it may have come back
to haunt us. But it remains a theory of blood-
letting where the ultimate freedom is the
‘freedom’ to go bankrupt.

The contrast between ‘democratic’ and
‘totalitarian’ societies is frequently drawn
around this free press = freedom of opinion =
free market idea. Even though the British state
plays a much smaller role in cultural matters
than other European societies, where it does
play a role attempts are made to obscure the
state’s implication in policy matters.

For example, look at the wide range of non-
elected, self-perpetuating cultural quangos
which all assume an elected image by calling
themselves “councils”.

The Arts Council,

The Sports Council,

The British Council,

The Press Council,

The Schools Council, etc.

The article in The Observer of 28 August 1983
by a former Secretary General of the Arts
Council shows the increasing politicisation of
such bodies, deeply involved in party politics
but with that involvement obscured by a non-
elective structure.

Clearly, the state intervenes within the
production of culture at every level, and the
interaction of the market and the state has
effect at every level. Production for the market
involves the conception of the cultural object
(artwork) as a commodity and of the artist/
sportsperson, however else defined, seen as a
particular kind of commodity producer. There
are different phases of commodity production.
However, all involve production for simple
monetary exchange; the work is offered for sale
and is bought and is thus owned. The
relationships between cultural producers and
cultural industrialists are based on legal
enforceable relations of contract, copyright and
royalities. The state may assert the criterion of
‘cultural’ importance as a reason for exempting
certain goods from taxation, e.g., the zero rating
of books but not records means that ‘Playboy’
bears no VAT, but you pay 15% on a
Beethoven symphony or on theatre tickets. The
state may also act to protect home markets
against international competition, i.e., in the film
industry and in cinema exhibition.

Raymond Williams in his book Culture
(Fontana 1981) offers four examples of the
types of social relations of producers involved

in commaodity production. Very briefly, he lists
‘artisanal’ where the producer is independent
and offers her/his work for direct sale. Second,
‘post-artisanal’ with two phases distributive and
productive, e.g., a painter’s relation to a gallery
would be seen as distributive post-artisanal and
in the case of popular music the productive
post-artisanal phase has long been
established. Third, he identifies the relations of
copyright and royalty, particularly centred on
forms of publishing as a ‘market professional’
phase. The fourth phase is described as
‘corporate professional’ where salaried
professionals are employed, e.g., particularly in
the cinema, radio and television media.

Though not all relations of cultural production
are assimilated to the terms of the developing
market, production for the market — especially
in the four examples quote above — takes
priority over all others. Here the cultural
process is more about creating audiences than
itis about producing cultural artifacts and
performances.

Despite the drive to maximise audiences/
consumers the market, working in
contradiction, also tries to limit access to the
Cultural commodity. The attempts by the market
to maintain the uniqueness or scarcity of
Cultural products — the costs of reproduction
being minimal compared to the original cost of
production — generates high levels of piracy, as
Is now the case with records, videos, books etc.

The contradictory tensions between audience
maximisation and the creation of artificial
scarcity point to the central characteristic of the
cultural market (industries) and the policy
implications of its cultural processes. Above all
other policy issues the key point is that it is
cultural distribution not production that is the
locus of profit and power. Access to distribution
is central to any development of cultural
plurality. This is a fundamental policy issue
because if it could be said that the cultural
politics of the 1960s were centred on the
development of new forms of production, it
could also be said bluntly that perhaps in the
1980s the culture is over-produced and that the
emphasis should be less on producing more
cultural artifacts, but more on creating new
publics through wider distribution networks.
Whilst the arts are frequently identified with
consumption (spectatorism), in sports there is
an increasing shift to production in terms of
‘amateur’ participation. Consumer expenditure
on cultural goods and services has been rising
as a proportion of total expenditure and in
manufacturing employment this has meant
more jobs particularly in the Literary/
Publishing, Film/Video and Sports sectors.
Indeed, the Institute of Employment Research
estimated that for the period 1980-90 these
would be the fastest growth aé@asn& ETy,
employment nationally — ggéreasing natio/WaiI)/
by 30%. N %
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must not be sullied by contact with the market.
Of course participation in the new market
culture was and is very one-sided and its
interests often run counter to more “welfare-
based” state provision. But as an article by
Stuart Hall (Marxism Today, January 1984)
pointed out:

... it (the market) transformed the lives of
many working class, and other women, who
would never have come into the labour
market or broken some of the domestic
drudgery without modern appliances in the
home . . . Middle-class socialists, heaving
under the weight of their new hi-fi's, their
record collections, their videos and strip-pine
shelving, cheap prints and Chinese lanterns
sometimes prefer ‘their’ working class poor
but pure: unsullied by contact with the
market.

Even within the capitalist mode of production
the market has acted on occasions as a
liberating force, e.g. the creation of the novel,
newspapers and the working class seaside
holiday in the 18th and 19th centuries.

Obviously, much more needs to be said about
features of the market derived from a given
structure of ownership as different from the
features of the capitalist mode of production
derived from labour as a market commodity.

My purpose here is to show the extent to which
consumer capitalism did reshape social
relations and the levels of popular consumption
in the state and market sectors. The
accompanying statistics show that even in
deep recession participation in the market is
not a minority experience. Indeed, the majority
consume their culture (leisure, recreation,
sport, art etc.) in the market sector.

The Labour Market and Forced Leisure

The various cultural industries compete in the
same market for labour. Individual film-makers,
writers, musician or electricians may move in
their work from film, to TV, to live theatre. The
electronic engineer may work in manufacturing
or broadcasting. The journalist may work in
newspapers, periodicals, radio or TV.

As a result of these levels of integration within
the Cultural Sector a shift in one place affects
the structure of the whole sector. The
introduction of a new TV channel, such as
Channel 4, restructures the broadcasting, film
and advertising market in specific ways. Even
more, of course, will this be the case with Cable
and Satellite services. The introduction of 2 new
colour supplement has repercussions upon ine
finances of other publications, but may well
also have cross-effects on broadcasting
revenue. The same holds true for public
intervention. The major form of public cultural
intervention and funding (and consumption) is
in broadcasting: e.g. the BBC spends more per
annum, on cultural workers than the combined

national public expenditure on culture
including libraries and museums. Not only are
the broadcasting industries the major cultural
patron, even more ‘traditional’ cultural forms
such as films, records, books, sports are
increasingly dependent on broadcasting
control, exposure, representation. Indeed, the
general pattern of cultural development is
towards an increasing integration and
dependency of cultural forms e.g. books and
exhibitions; theatres and cable TV; music and
video, on each other and the marketing
apparatus of the media. As a major policy area
we must stop looking at cultural forms/media in
isolation, and begin to recognise how rapidly
capitalist society is turning the culture/leisure
field into an industry, into a production process
for the enlargement of capital and the provision
of more cultural commodities for popular
consumption. Indeed, itis a sad fact that many
of the national and local tourism policies
developed in the UK, speak almost wholly in
terms of sales of commodities and marketing
rather than any social or ethical concern for
cultural diversity.
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Hence, intervention by the state to create and
maintain jobs in the culture and leisure
industries is done in recognition of some of the
damage done by major corporations when
operating in the cultural market in limiting
choice and diversity. In the past, state funding
has not sufficiently recognised the need for
intervention in the market, where most people
consume their culture, to ensure that jobs or
work are protected (there is extensive
exploitation of de-casualised labour in the arts
as the film union ACTT has pointed out) to
ensure cultural diversity and an economic base
for alternative, ethnic and women'’s cultures.

And yet we must be aware of even the most
basic obstacles. The Local Government Act,
and in particular sections such as 137, 142,
145, etc, has worked to obstruct many of the
cultural initiatives begun by radical local
authorities. Dominant definitions of
‘commercial’, of ‘cultural’, and crucially the
definition of ‘profit, are often applied by legal
and finance departments in ways that are
debilitating to innovative and job-creating
cultural policies.

Itis important to develop understandings not
only about the needs for legislative change in
areas such as broadcasting, the Arts/Sports
Councils, the Local Government Act,
metropolitan authorities with levying powers on
the media, etc, but also concepts of leisure as
social control. Indeed, the Latin origin of the
word ‘leisure’ means ‘to be allowed to'.

For an increasing number of the population

forced leisure is equivalent to unemployment.
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them to participate in it by consuming the
commodities and services that they are
encouraged to want by the organs of capitalist
marketing and commerce.

Making workers unemployed is a choice for
employers and governments and is not a
technological inevitability, but forced leisure —
unemployment — is not simply reproduced as a
social phenomenon. Leisure itself is a two-
edged sword which operates to both reproduce
and undermine capitalist society. The process
of increasing de-skilling in industry poses
major structural upheavals in class, race and
gender relations and diversity in the culture, it
penetrates to the heart of the ‘identity of the
people’ and for this reason is central to the way
power and control operates in society.

A sense of who ‘the people’ now are (culturally)
is also fundamental to any political party
winning an election.

The Family and Unemployment

Earlier | mentioned the trend for cultural
consumption or leisure to withdraw into the
home and family. This shift or return to the
home often serves to reinforce or reintroduce
the most oppressive patriarchal relations where
the functions of domestic labour condition even
the possibility of women'’s leisure into a rigid
unwaged structure. And there is little
recognition of the home as, for men, the site of
leisure and, for women, something to be
escaped from, the site of unwaged work. The
following extract from a paper by R. G.
Hollands at the Centre for Contemporary
Cultural Studies, ‘Working Class Youth, Leisure
and the Search for Work’, gives some idea of
this patriarchal relationship working as part of
everyday experience.

The Government's attempt to actually reduce
youth wages has had an effect on the leisure
activities and goods they could afford to
purchase.

Yet, despite the crushing effect of the
substitute wage on consumption and adult
transition, the lads do manage to create both
time for leisure and enough picket money to
go out on a Saturday night. My major
argument here is that this is only possible
through the exploitation of the patriarchal
family structure via a distribution of the wage
packet.

This point is illustrated most graphically
when one contrasts these different
expectations between being unemployed
and working on the scheme.

BH (...) Since you've been on the training
scheme have you had to do anything
different at home, than when you were
not working? Like do .. . .

Billy | haven't’ad to do housework.

BH  You didn't have to when you were
unemployed?

Billy 1didn’t have to, bit| helped . .. now we
got an excuse, ‘| go to work, why
should | go to work and come back
and do anything?’.

BH Isthat the same as you guys?

Mick Yea, she (his mother) didn’t see you
working’ before, she didn’t give a hell
aboutyuh ... 'make yer own dinner’.
Now that yer goin’ to work it's on the
table.

Billy Yea, yer mother respects yuh now (. . .)
It's a welcome break for us though . . .
'cos we get some sort a pride out of it.

Through the use of diaries and various
conversations, it was quite evident that even
the minimum domestic work undertaken
during periods of unemployment was
discontinued as soon as work was
undertaken. Mothers were expected to cook
all the meals, clean the house and perform
virtually all the domestic work. This was also
true in cases where the mother worked
outside the home and even in one extreme
situation where the father was unemployed. If
the mother was physically incapable of
getting home to start the preparation of
dinner, the duty then usually fell to the eldest
or only daughter.

None of the women | interviewed really
questioned the fact that a fair proportion of
housework was expected of them, nor did
any of them remark that these activities
impinged on their leisure time. Essentially it
was their ‘experience of unemployment’
which led them to the acceptance of certain
roles and duties around the household. This
is not to suggest, however, that these roles
are entered into blindly, but rather they are
occupied creatively — the work is done
efficiently and quickly so spaces for
enjoyment can be carried out.

Carolyn, unemployed and living at home,
explained her reasons for doing housework
and how she scheduled the work to her
benefit in this exchange:

Carolyn Oh yes, | hate housework (laughs).
Butit's, it's boredom really, yuhsee
(...). It's justto keep my mind
occupied really, yuh know, yuh gotta
do all these things.

BH How much would you do in a day?
Would you do work at home every-
day?

Carolyn Well, | git up in the morpiag@hd Foy,
everything done, gikﬁ)%ut the way.
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BH (...) Sometimes do you have to do
things at home when you think ‘I'd
rather be out doing something?’

CarolynNo, not really . . . 'cos you can always
do it another day really. There isn't
anybody really tellin’ you how long
you've got to do it, yuh know . . . yuh
know, yuh don't really have to do it.
Yuh just want to because there isn'’t
anything else to do, yuh know.

Another young woman in a similar situation
to Carolyn explained ‘.. . | just like to do it in
the morning, and in the afternoon | just watch
telly... or | go up totown’. The irony of the
situation is that it is precisely because this
group has the potential to experience leisure,
that they fail to seriously question the level of
‘expected’ domestic work or their
engagement with traditionally feminine
household chores. In this particular case, the
specture of the ‘leisured society’ would
appear to hold little promise for young
unemployed women.”

Despite the overwhelming impact of long-term
unemployment and state training on the
restructuring of ‘family’ and ‘youth’ as social
categories, there are human responses and
resistances by the unemployed themselves.

Any cultural policy or planning must take into
account the specific experiences of particular
clases, genders, races and age groups in its
formulation of an alternative culture. There is no
solution within the trappings of an idealised
‘leisure society’, and even less within the
oppressive and pervasive pragmatism which is
embedded in the ‘we have no need for policy’
anarchism of much leisure planning and most
local government arts and recreation
departments.

Crucially, the issue is about engaging with the
unemployed, strengthening their existing
cultural experience, and mobilising political
support for the reorganisation of cultural
production/distribution, family and identity.

The preservation of identity in threatened inner
city neighbourhoods is fundamental in areas
where even the pattern of many industrial towns
is centred around factories that have long since
been closed by multi-national companies who
have found it more profitable to divest
themselves of workers and machinery alike.
Jeremy Seabrook, in his important book The
Idea of Neighbourhood, suggests:

With this intensified disintegration of the
whole reason for existence of these older
industrial areas, it becomes far more difficult
for people to unite than it was when it was
against a more tangibly harsh and
oppressive system (in the '30s). |t is harder 1o
bond together in the face of an absence than
itis in the direct presence of exploiters and
oppressors... The tendency has been, not
for people to intensify their unity and

solidarity against these new forces that seem
to govern our lives, but to break against them,
to turn inwards, to absorb the ideology of
capitalism and seek personal salvation.

Seabrook, whilst questioning whether it is
possible to recreate this collective unity,
especially against such abstract forces,
nevertheless sees the regeneration of
neighbourhood as central to the struggle. He
says:

For itis within a very painful and difficult
setting that the people who have set in train
the regeneration of neighbourhood have
gone to the heart of the way we live now. It is
only a beginning; a first and tentative step in
the cementing of a solidarity that is the only
weapon of those who have nothing but their
labour — and their spirit and heart and
intelligence — and who are called upon to
fight the great global empire which capitalism
controls in the declining years of the
twentieth century.”
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Itis my view that this statement is seminal to the
development of any progressive cultural policy,
for within the sub-text of this quote lies all the
issues of, say, why devolution may preserve the
status quo, whilst a strongly centralised policy
at metropolitan level can support regional
communications networks and the cultures of
the unemployed, the elderly, women's and gay/
lesbian groups, together with a strong
commitment to popular culture. And how would
these metropolitan and local structures interact
with a Ministry of Culture?

These are seminal questions of planning,
policy, cultural politics and politics. They
underscore the civil rights message of the ‘right’
of oppressed groups to represent themselves
culturally, to have ‘a voice’ as E. P. Thompson
says.

GLC Public Cultural Policy

In times of recession, spending on the arts and
sports seems a natural target. Yet that
expenditure is vital. For not only do cultural
projects provide jobs, but they also help people
retain some sense of self-identity when they
need it most. For historically, the very notion of
‘London’ itself (and being a Londoner and all
that means) is a cultural construction. A wide
range of cultural forms including nursery
rhymes, literature, architecture, painting,
football, greyhound racing, music film have all
given London its modern identity. The South
Bank complex has its origins in the 1951
Festival of Britain which was very much an
attempt to reconstruct a popular cultural
ﬁentlty after the trauma of the second World \,,\,ACK & ETH/V
ar
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with a broad range of social groups involved in
an equally broad range of cultural forms. The
London Marathon is another major GLC event
which helps develop/support a vital popular
cultural identity.

The cultural practices and forms of distribution
support by the GLC's community arts, ethnic
arts and sports sub-committees are based in
the popular forms of pub theatre, local
publishing, open access film and video, music/
sound recording studio, estate-based projects,
combined sports and arts projects etc. Itis
these social forms of cultural production and
distribution which are now threatened.

The GLC has also adopted a policy of ‘Cultural
Entryism’: Essentially the degree to which large
cultural institutions e.g. like the Royal Festival
Hall in London or the Crucible Theatre in
Sheffield or the Usher Hall in Edinburgh can
be developed as sites for popular cultural
forms. This is the background to the successful
‘Open Foyers’ policy on the South Bank.

Ironically what is not threatened are those
cultural forms such as opera, the classical
theatre, the classical music tradition, which,
though important and necessary, actually do
not relate to that crucial process of consistently
re-defining popular experience which the more
social forms do. A city without a living culture —
and the resources to support it —is nothing
more than an economic rack on which to break
people. The present ‘re-organisation’ of cultural
funding will turn the clock back to a ‘two
nations’ emphasis on high culture, where the
pleasures of the better-off will receive even
greater subsidy and the majority will be left with
the privatised leisure technologies: video
nasties and wall-to-wall Dallas on cable
television.

Itis not possible here to give a detailed
summary of every area of cultural policy at the
GLC. Nevertheless, it is important to give some
idea of the central rationale of what has been
done, and crucially what are the projected
policy objectives for the next few years.
Following the two public consultation
conferences in November 1981 and May 1982
the community arts and ethnic arts policies
were initiated in September 1982. Following the
Sports Conference in December 1982 the
sports policy was established in March 1983.
The time scale is 15 months and 8 months
respectively. In policy terms it could be said to
be early days. However, a number of central
objectives and, definitions and issues have
emerged which will inform future
developments.

The general policy objectives for the

community arts, ethnic arts and sports
committees are:

(@) CULTURAL DISTRIBUTION

There is scope for developing a popular
communications and distribution structure

based on new uses/new types of local and
regional centres. These could contain library
facilities, exhibition spaces, meeting spaces,
community bookshop and or film screening
facilities, photographic archive of local/oral
history, sports facility, workshop/tools, laundry,
nursery, etc. This proposal would involve a
move away from over-production and the
concentration on production, towards the
creation and identification of new cultural
spaces, i.e., joint arts and sports projects are
already encouraged. A programme of placing
media workers in new cultural sites such as
research and educational agencies for the
elderly, youth, for womens and black rights
campaigns, has been systematically pursued.
This project does mean a shift in resources
from certain dominant forms such as theatre,
painting or opera towards more open forms,
e.g., community bookshops, independent film,
TV and video networks, photography, posters
and publishing projects. Certainly, there is no
form that intrinsically has more democratic
access than another, but the suggestion here is
that it may be more powerful to work in
publication and say TV, since it is here that
dominant ideology is diffused. The majority of
the population do not go to listen to
Schoenberg’s music or watch Brecht plays, but
most have a family or sports album. In this area
a number of policy initiatives are underway:
The Black Arts Centre (Roundhouse), Theatre
Resource Centre, Centre of Contemporary
Cultural History, community based circuit of
distribution and exhibition for film and video,
TV.

(b) CULTURAL HISTORY

Cultural forms are constitutive of and
constructed in history. History is not only
selective in the sense that a definition of
ideology is ‘partial history’ (in both senses), and
all cultural forms are ideological. History is also
selective in the maintenance of a particular
‘heritage’: often a ruling class heritage which
excludes or obscures the history of women,
black history, the elderly etc.

Hence the proposal is to establish ‘A London
Museum/Centre of the 20th century’ in a central
London venue.

Central to the idea of the museum would be the
consolidation of a decade of work by many
groups in the area of popular culture. This is not
to say that this work would be taken away from
the communities that has produced it, rather it
would act as a showcase that would bring their
work in front of a wider audience.
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Another important aspect of the museum would
be that bits of it would be constantly out in the
community. Widespread use should be made
of touring exhibitions, video and film shows,
tape/slide shows and the like. Many alternative
tours could also be arranged for tourists.

London as London needs to be explored,
revealed and celebrated.

The centre would function both as a media
centre and as an archive of working class
history, black history, etc. Smaller scale cultural
archives may be set up as satellites of the
central distribution centre.

(c) CULTURAL TRAINING

Traditionally, vew few black people or women
have managed to break into the white, male
dominated employment field of the cultural
industries. One of the most frequent reasons
given for the absence of black people and
women in this field has been that they do not
have the necessary training or qualifications. If
the dominant position of white males in the
cultural industries is to be challenged it is
necessary to provide training opportunities for
black people and women. The GLC has
already taken a number of initiatives in this
area, setting up training courses for ethnic
minorities in journalism, and in sports and
recreation management. These initiatives will
be expanded where appropriate and larger
theatres and institutes approached to ask that
they provide comprehensive training leading to
permanent employment.

Training and employment of black people in
the arts professions were two of the major
concerns expressed by the participants at the
Ethnic Arts Conference held in May 1982.
Provision for training facilities was seen as a
major priority leading to the achievement of
equality in the arts.

Arts Administration and Management

As aresponse to the basic training needs of
black arts groups and organisation operating
and community level, a series of short courses
in Arts Administration and Management have
been developed in consultation with the
Polytechnic of Central London (PCL). A
specialist Training Development worker was
appointed to co-ordinate the project, identify
students for the courses, and help publicise
these courses within the black communities.
The project, which is based at MAAS, has met
with tremendous success with all the courses
running so far being fully booked. The main
benefactors of these short courses have been
people already working with black arts groups
and organisations.

Short Courses in Film and Video

A series of short courses in film and video for
black and ethnic minorities have been running

at National Film and Television School as part
of their short course programme. The courses,
which began in August 1984, have been
running at National Film and Television School
as part of their short course programme. The
courses, which began in August 1984, have
been well-received, with 100% take-up of all
the courses. Many of the students attending
these courses have been found attachments
with established television and independent
production companies. An advisory body
consisting of professionals from black film and
video workshops, independent Production
Companies, Black on Black and Eastern Eye,
ACTT and Channel 4 has been set up to help in
the selection of the students for each course to
suggest potential names for tutors. The
advising body is also responsible for
monitoring the effects of the courses and for
advising on future strategies for black people in
film and video.
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Short Courses in Radio and Print Journalism

A series of short courses in radio and print
journalism was sponsored through the Black
Media Workers Association and the
Polytechnic of Central London (PCL). The
courses were aimed at assisting black people
already working in the media, especially the
black press, to develop existing skills and to
acquire new ones. The short courses were
followed by a one-year full-time course in radio
and print journalism sponsored by the
Commission for Racial Equality. Many of the
students attending the short courses were able
to apply and were accepted for this full-time
scheme. On completion, many of the students
have found full-time employment in the
mainstream radio and print media. The first
year course, which had the support of the main
unions, was so successful that it has been
agreed to repeat the course again.

(d) ANTI-RACIST INITIATIVES

The main objectives of the Anti-Racist Arts
Initiatives and Programmes has been to raise
the consciousness of mainstream arts
institutions and sports and community arts,
against racism. The main focus has been to
challenge the institutions which exhibit, stage,
screen, publish arts generally and to make
them aware of their roles and responsibilities
towards black arts. The emphasis has been on
getting mainstream arts institutions and
community arts and sports organisations to
address themselves to the issues of
marginalisation, access, content, form
employment, training, representation of black
people in administration, management and
decision-making process.
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Anti-Racist Murals, Exhibition of Contemporary
Black Arts: Anti-Racist Concerts at Queen
Elizabeth Hall and Crystal Palace Bowl, and
Theatre in Education Company touring anti-
racist plays in schools.

A series of lecture/seminars are planned with
the objectives of encouraging a dialogue
between artists of black and white
communities, as well ate communities, as well
as an ideological debate about the role,
function and future development of black arts
in Britain. A conference examining the
contemporary issues of race, media and
politics is also planned for the coming year.

The GLC has been the first local authority in the
country to develop a policy for black arts and
so respond to the needs and concerns of black
artists with actual resources. It is the first
authority which developed a structure which
allowed black artists to participate in the
decision-making process and enabled black
artists to be involved in policy formulation.

The policies adopted by the GLC for the
support of black artists have not only benefited
black arts in London but have also influenced
the policies of local authorities and other
metropolitan councils. In addition, many of the
black groups funded by the GLC have been
able to take their work outside of London,
thereby helping local groups to organise and
fight for resources from local and regional
authorities.

These new approaches to public cultural
policy are motivated in part by a realisation of
the growing economic importance of the
cultural sector, and in part by the perceived
inadequacies of traditional approaches to
cultural policy which at best act as a temporary
band-aid of almost total irrelevance to the
health of the patient and which are also in large
part an attempt to prop up a largely 19th
century structure of cultural practice, to which
the majority of citizens are wholly indifferent.

I’'m Yosser Hughes. .. | Can Do Thatl!

Perhaps these are some of the questions. Other

have been fundamentally raised by the miners’
strike. For me the occupation of Croxteth
School in 1983 in Liverpool — which was run by
parents for almost nine months — raised crucial
cultural issues about ‘the state we're in’.

The cry in ‘Boys from the Blackstuff' —‘I'm
Yosser Hughes . . . | can do that’ — sets the
market and the state against ‘their’ culture. The

unemployed can resist, with help and solidarity,

but only if their culture is recognised — only if
within the anger and resentment of popular
militancy there is a space for Yosser. In the
Croxteth occupation working people gave it all
they'd got. . . they saw for the first time that they
‘could do that'.

Resistance to structured inequalities carries an

informal political content. But importantly, the
forms of resistance are oblique and coded.
They are coded through the ‘popular’, so that
popular culture can be seen to constitute an
area for conversion of dominant meanings to
resistant meanings. This is done in largely
symbolic ways, since the basic economic
inequalities are not actually overcome. Itis in
the symbolic process that the emptiness of the
economic exchange is invested with personally
identified and collectively shared meanings.
And yet culture is materially constructed. The
miners in mobilising popular resistance were
forced — because of dominant control of the
media — to seek alternative/oppositional forms
to express themselves culturally; through new
forms of distribution, new ‘audiences’, i.e. some
thousands of video tapes on the strike,
distributed extensively through the trades union
movement.

When the parents and kids of Croxteth
Community School marched on Liverpool
Town Hall with their banner (made and donated
by a London arts group and delivered to the
school occupation group), it said:

‘GIS OUR SCHOOL BACK’

It wasn't just a recognition that actors from
‘Boys from the Blackstuff' had supported the
parents occupation committee — it asserted the
demand for a cultural space, an identity, work
or a job as no more than inalienable civil rights
for all.

1 February 1985
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