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ABSTRACT

This thesis is based on a focused ethnographic study of Northern Ireland’s visual 

arts and theatre communities which took place over the period of one year from 

October 2010 to October 2011. The study has been conducted against a backdrop 

of creative industries rhetoric that demanded the arts sector become more 

independent in the interests of self-sustainability. The study also coincided with a 

global economic recession and a reduction in public spending by the UK 

Government.

The endeavour of this thesis is to demonstrate attitudes towards 

entrepreneurship within the visual arts and theatre sectors in Northern Ireland and to 

investigate the potential for moving artists and arts organisations away from a culture 

of dependence on grants and subsidy to one of financial independence through 

entrepreneurial self-reliance. With around one-third of all self-employed first degree 
graduates in the UK coming from creative arts disciplines, the thesis uncovers the 
current state of and attitudes towards an enterprise curriculum for visual arts and 

theatre students in Higher Education in Northern Ireland. The Research Questions 
were: 1) Do Northern Ireland’s visual arts and theatre communities feel part of the 

creative industries concept and what is current thinking around the role of the 
creative industries in the social and economic development of the region? 2) Is the 

concept of entrepreneurship relevant to the arts and if so, how can enterprise 

development principles best be applied to the commercialisation of artistic talent? 3) 

To what extent is a business and marketing focus being adopted by individual artists 

and arts organisations in Northern Ireland and what effect is this having on audience 

development and artistic programming? 4) By examining current opportunities for 

entrepreneurial learning within Higher Education Institutions in Northern Ireland, 

what are the attitudes from educators, students and industry on creative enterprise 

education and what provisions should be made to better equip students from an arts 

background with the appropriate skills to make a contribution to the creative 
economy?

A series of face-to-face semi-structured interviews and focus groups was 

used to build understanding about the phenomenon of art entrepreneurship in its real 

life context and to identify the perceptions of government policy interventions
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designed to promote enterprise in Higher Education and build the local creative 

industries ecosystem. A sample pool of individual artists, arts administrators, 
students, beneficiaries of the Creative Industries Innovation Fund and educators was 

drawn from the disciplines of visual arts and theatre. The sample also encompassed 

representatives from arts and economic development agencies and appropriate 

government departments in Northern Ireland. This qualitative approach emphasised 

voice and subjectivity (Silverman, 2010: 6) to uncover the qualitatively different ways 

in which people experience and think about art entrepreneurship in Northern Ireland.

The findings position the subsidised and commercial arts at the heart of the 

entrepreneurial creative industries ecosystem, interacting with and nourishing other 

high-tech, high-growth sub-sectors and playing a lead role in urban regeneration and 

attracting tourism to the region. The findings show that although some artists and 

leaders of non-profit arts organisations struggle to identify themselves as traditional 
economic entrepreneurs, many recognise the need to link artistic creations to 
markets and consumers in order to ensure the commercial viability of individual 

artistic practices and organisations. Interviews revealed income diversification, 
achieved through market, product and revenue diversification as key to commercially 

viable arts organisations and artistic practices in Northern Ireland. However, pursuit 
of these diversification activities is restricted by the under-resourced nature of the 

arts sector. The findings recognise the Creative Industries Innovation Fund as a key 

policy intervention that has been exploited by the Northern Ireland Government to 

catalyse the growth of a more entrepreneurially self-reliant arts sector in the region. 

The thesis also identifies how Higher Education and policy-makers might respond to 

current and future enterprise education needs among Northern Ireland’s visual arts 

and drama students in order to enhance their individual and sector’s economic 

potential. Although this study is expressly focused on the Northern Ireland context, it 

provides a useful test case for wider application in arts communities across the 

world.
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INTRODUCTION

Background and Aims of this research

Governments across the world are looking towards the creative industries as a 

means of generating economic growth. Henry (2007) states that since the 1990s, 

the creative industries have been heralded as one of the fastest growing industry 

sectors, and are now seen as playing an important role in securing the success of 

most developing and advanced economies. A report by the Department of Culture, 

Media & Sport (DCMS, 2006) claims the creative industries produce almost £1 in 

every £12 of the UK’s total gross domestic product (GDP) and employ almost 2 

million people. The Northern Ireland Executive established ‘growing a dynamic and 

innovative economy’ as the primary strategic objective in its 2008 - 2011 Programme 

for Government (Office of the First Minister and Deputy First Minister [OFMDFM], 

2008). Within that, the increasing importance of the creative industries was 

recognised, with a specific goal to grow the sector by up to 15% by 2011. But where 
exactly do the arts sit within this perceived hot-bed of entrepreneurial activity?

The difficulty with any exploration of the creative industries is that the term 
itself is problematic. The European Commission recognises that there is no unique 

definition of these industries but suggests that they lie at the crossroads between the 

arts, business and technology (United Nations Conference on Trade and 

Development [UNCTAD], 2004). Roodhouse (2008) refers to a ‘confused conceptual 

landscape’ much in need of a shared international definition, proposing that the 

development of the creative industries is drawn from a long history associated with 

‘defining and redefining’ the arts as an industry sector, and the relationship of the 

arts and media as cultural industries. One of the aims of this research was, 

therefore, to clarify understanding of the term 'creative industries’ among the visual 

arts and theatre sectors in Northern Ireland, and in this way locate the arts within this 

prominent cultural policy discourse.

The Higher Education Academy Art Design Media Subject Centre and 

the National Endowment for Science Technology and the Arts [ADM-HEA & NESTA] 

(2007a: 13) conclude that the ‘entrepreneurial capacity of the creative industries 

workforce must be developed if the growth of the creative industries throughout the 
UK is to be maintained and enhanced.’ The publication refers to studies which
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identify a lack of effective entrepreneurship as a barrier to the future development of 

world-class creative industries sectors in the UK. The non-profit nature of many UK 

arts organisations appears to prevent those involved from viewing their artistic 

endeavour as a business. The non-profit status of these arts organisations has been 

made possible by the legacy of post-war funding for the arts in the UK. The 

Committee for the Encouragement of Music and the Arts (CEMA) was established in 

1940 to promote and maintain British culture during the Second World War. The 

Committee managed to secure high levels of direct government funding for the arts, 

despite poor finances following the war, and established the principle of an arms- 

length relationship between UK arts policy and the government of the day. In 

Northern Ireland, an Arts Council was eventually established in 1962 to replace 

CEMA. The Arts Council of Northern Ireland (ACNI) was then formed in 1995 as an 

Executive Non-Departmental Public Body, overseen by the Department of Culture, 

Arts and Leisure (DCAL), one of Northern Ireland’s eleven government departments. 

ACNI remains the lead development agency for the arts in Northern Ireland, and the 
main support for artists and arts organisations. It offers a range of funding 

opportunities for both arts organisations and individual artists, distributing National 
Lottery and Exchequer funds.

Despite the contemporary reliance on direct government funding, the need to 
move artists away from a culture of dependence on grants and subsidy to one of 

financial independence through entrepreneurial self-reliance is well recognised in the 

literature. McNicholas (2004) states that there has been a shift away from 

government funding of the arts in many countries and that cultural organisations 

have become increasingly business and marketing focused. However, there is a 

particular lack of qualitative research around how arts organisations and individual 

artists engage and identify with the concept of entrepreneurship. Reaching an 

appreciation of the ways in which the visual arts and theatre sectors in Northern 

Ireland perceive and experience entrepreneurship was, therefore, another important 

aim of this study. The results of this timely research help to fill this gap in 

knowledge. Rich data surrounding the phenomenon of entrepreneurship in Northern 

Ireland’s visual arts and theatre sectors has been produced, uncovering the market, 

product and income diversification strategies currently being adopted as approaches 

to sustainability.
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The literature identifies entrepreneurship education as an important enabler 

for national advantage. This thesis outlines recent policy developments surrounding 

the discipline, paying particular attention to the rationale for provision at Higher 

Education level for creative industries students in the UK. Baines and Robson 

(2001) argue that enterprise education has particular relevance for Higher Education 

in the creative sector, since people working in this sector are ‘three times as likely as 

the working population in general to become self-employed.’ However, the DCMS 

report, Developing Entrepreneurship for the Creative Industries (2006) suggests that 

many creative graduates leave Higher Education with little preparation to make the 

transition to employment and indeed self-employment. Carey and Naudin (2006) 

believe that with a sector so heavily reliant on freelancers, small business ownership 

and a steady flow of new talent, it is essential for creative graduates to be leaving 

university with a clearer idea of the realities, marketplace and methods of working 

within this rapidly expanding industry. By examining what entrepreneurship 

education is and acknowledging the difference between teaching and learning, the 
thesis determines that entrepreneurial skills can be learned. An overview of the 

various approaches to entrepreneurship education is provided, taking into 
consideration pedagogical style, divergent course contents and delivery methods 

currently being adopted. This research explored how a partnership between 

Northern Ireland’s two universities has formed part of the UK Government’s strategy 

to add enterprise to Higher Education’s mission, alongside teaching and research.

By analysing the attitudes and perceptions of students and educators connected to 

Fine Art and Drama courses at Northern Ireland’s Universities, the study has fulfilled 

another major aim of the research, that of determining the state of and attitudes 

towards a contextualised enterprise curriculum for creative industries students in 

Northern Ireland.

Methodology

This thesis has utilised a focused ethnographic research strategy to examine the 

visual art and theatre communities in Northern Ireland over the period of one year, 

from October 2010 to October 2011. I am a visual artist myself, operating in the 

private sales market, and have worked previously as a marketer for performing arts 

and visual arts organisations and within the arts policy-making and grant-giving
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environment. As I shared the status of arts practitioner with many of the group under 
study, I was acutely aware of my own role as an informed observer and made a 

conscious effort to retain objectivity and hold in check any preconceived ideas about 

the phenomenon under investigation. Due to the diverse employment patterns and 

working arrangements of those who participated in this study, it was not deemed 

feasible or necessary for me to become embedded in the group’s day-to-day 

experience. Therefore, I was not embedded in a gallery or theatre setting as one 

might expect in a more orthodox ethnography. The study was qualitative in nature 

and the methods of data collection included in-depth, face-to-face semi-structured 

interviews, focus groups and naturalistic conversational ethnographic interviews. 

These were used to build understanding about the phenomenon of art 

entrepreneurship in its real life context and to identify the perceptions of government 

policy interventions designed to promote enterprise in Higher Education and build 
the local creative industries ecosystem. A purposive sample pool of artists, arts 

administrators, students, educators and beneficiaries of the Creative Industries 

Innovation Fund was drawn from the disciplines of visual arts and theatre. The 

sample also encompassed representatives from arts and economic development 
agencies and appropriate government departments in Northern Ireland. This 

qualitative approach emphasised voice and subjectivity (Silverman, 2010: 6), and 
was used to uncover the qualitatively different ways in which people experience and 

think about art entrepreneurship and enterprise education for arts students in 

Northern Ireland.

Outline of Chapters

The thesis is divided into five chapters, preceded by this introductory section. The 

chapters are structured as follows. Chapters One and Two review the literature on 

key areas pertinent to the study, namely creative industries, cultural 

entrepreneurship, arts marketing and enterprise education by way of laying the 

foundation for substantive research. Chapter Three outlines in detail the 

methodological approach, research design and sample chosen. It presents the main 

aims and objectives of the study and explains how the research questions were 

operationalised for the purposes of the field research. Chapter Four discusses the 

data collected in response to the research questions. Chapter Five provides



5

conclusions which analyse to what extent the original aims have been fulfilled as well 
as offering recommendations emanating from the research and suggesting directions 

for future research.

Chapter One: Locating Cultural Entrepreneurship within the Creative 

Industries Discourse
The chapter is split into two parts. Part One begins by tracing the origins of the term 

'creative industries’ and considers concerns over industrialisation of the arts.

Insights into the definitional debates surrounding the creative industries are provided 

and the arts are located within the creative industries paradigm. The discussion 

concentrates mainly on the situation in the UK, based heavily on the work of the 

Department of Culture, Media & Sport (DCMS) and the challenges raised by the 

National Endowment for Science Technology and the Arts (NESTA). NESTA 

recognises that some creative industry sectors have less commercial capacity than 

others, i.e. the core expressive arts, particularly the visual arts and theatre which are 
the focus of this research. The role of the creative industries (particularly the arts) in 

social and economic development is also dissected here. Part One concludes by 
explaining the difference between the creative and cultural industries, positioning the 

cultural industries as a subset of the over-arching creative industries term and 
presenting an opportunity to challenge the conventional split between arts and 

industry.
Part Two explores the need for an entrepreneurial approach within the arts 

and culture sector given the decline in public subsidy, private sponsorship and the 

increase in supply of cultural products. To set the scene, the development of the 

term ‘entrepreneur’ is traced and a brief overview of the key themes presented by 

seminal figures credited with developing entrepreneurship theory, namely Cantillon, 

Say and Schumpeter provided. The parallels between traditional economic 

entrepreneurship and cultural entrepreneurship are scrutinised here together with the 

factors which differentiate the two. The artist entrepreneur and the entrepreneurial 

arts leader are discussed, highlighting the issues pertinent to individual and 

organisational entrepreneurship. Acknowledging that the successful entrepreneur 

within the arts must achieve the right balance between creative programming and 

funding diversity, the tensions between the economic sphere and the sphere of art 
are confronted in this section.
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Chapter Two: An Exploration of Arts Marketing and Enterprise Education
This chapter is also split into two sections. Part One locates cultural 

entrepreneurship within strategic arts management practice and introduces the close 

relationship between cultural entrepreneurship and arts marketing. The shift away 

from government funding of the arts is examined and the significance of cultural 

organisations becoming increasingly business and marketing focused is assessed. 

Hill et al. (1995) argue that art which does not generate audiences will seldom 

generate revenues, whether from box-office receipts in the theatre, sales of work in 

the gallery or from funding bodies and sponsors. Audience development, a 

fundamental responsibility of the marketing function is vital to the sustainability of 

Northern Ireland’s arts organisations and is, therefore, discussed in some detail 

here. The chapter investigates differing styles of audience development used in the 

visual arts and theatre, termed ‘mainstream’ (where the focus is on existing arts 
attendees) and ‘missionary’ (where the focus is on traditional non-attendees) by 

Hayes and Slater (2002). This chapter also explores definitions of arts marketing, 
considering Colbert’s (2001) ‘product orientation’ concept as that which distinguishes 

arts marketing from contemporary commercial marketing. A summary of the 
‘tensions inherent in marketing cultural goods’ (Hill et al., 1995) is provided and 

criticisms of the discipline shared. Part One concludes by examining the shift from 
service to experiential marketing within the arts, firmly situating effective arts 

marketing as central to an entrepreneurial arts sector.

Part Two of this chapter reviews the literature surrounding the current 

provision of enterprise education for third-level arts students. Wedgwood (2005) 

concedes that most arts graduates do not set out to start their own business after 

graduating but find they must in order to work. She terms this phenomenon 

'accidental entrepreneurship’. Despite this, DCMS (2005) contends the current 

shortage of meaningful opportunities for entrepreneurial learning within Higher and 

Further Education results in the majority leaving education unprepared for the 

realities of forging a career in the sector. This section investigates the most 

appropriate forms of enterprise education for creative industries students drawing on 

international studies. Hannon (2004) identifies the clear need to develop 

programmes tailored to the specific needs of target markets rather than providing 

generic courses which fail to cover disciplinary specificities. The ‘situated learning’ 
described by Lomine and Richards (2006) is investigated, as are the merits of a
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Chapter Three: Research Design and Methodology
Chapter Three sets out the research design, including the main aims and objectives 

of the study and how the research questions were operationalised for the purposes 

of the field research. The choice of purposive sampling strategy is explained in light 

of optimising the capture of data that would illuminate the main issues under 

analysis. The chapter continues with a discussion of the ethnographic and 

qualitative nature of the study and the use of in-depth semi-structured interviews, 

focus groups and naturalistic conversational ethnographic interviews as the methods 
of data collection. The process of data analysis is explained in detail, covering how 

transcribed data was coded and analysed with the aid of qualitative data analysis 

software. Issues of validity and reliability are addressed in this chapter together with 

ethical considerations.

Chapter Four: Discussion of Findings
In this chapter, the research findings are presented as a response to the research 

questions. Findings are also discussed in relation to the extant literature and 

supported with appropriate citations from the data.

Chapter Four begins by discussing the concerns raised by a wide spectrum of 

the artists, leaders of arts organisations and intermediary support bodies interviewed 

during the field research regarding their perceptions of the creative industries 

terminology. Attitudes towards entrepreneurship in the arts, given the growing need 

for individuals and organisations to become more self-sustaining in the midst of 

declining public subsidy are also uncovered. The sample’s perceptions of the terms 

‘entrepreneur’ and ‘cultural entrepreneur’ are explored, as is the relevance of these 

terms to the constituencies of non-profit and commercial visual arts and theatre in 

Northern Ireland. Key approaches to financial sustainability among the region’s 

individual artists and arts organisations are examined and examples of the common 

market, product and income diversification strategies being adopted in Northern 
Ireland’s arts sector are presented in this chapter. The impact of marketing and 

audience development on the sectors artistic programming is also considered in this 
discussion, which moves from examining the theoretical considerations through to
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the practical manifestations of entrepreneurship in Northern Ireland’s visual arts and 

theatre sectors.

The meanings and values attached to entrepreneurship education from the 

perspectives of industry professionals, university teaching staff and students 

engaged in Fine Art and Drama courses in Northern Ireland’s Higher Education 

Institutions are explored in detail. The triangulation of learner, educator and 

practitioner perspectives shines a light on current opportunities for entrepreneurial 

learning, highlights common values and concerns, and provides powerful evidence 

to inform the future development of entrepreneurship education provision for arts 

students in Northern Ireland’s Higher Education Institutions.

Chapter Five: Conclusion and Recommendations
Chapter Five presents the major conclusions that can be drawn from the discussion 

of findings set out in the previous chapter. Suggestions are made as to how 
entrepreneurship could best be employed by the Northern Ireland arts sector to 

maximise benefits to the creative economy and the sustainability of the local arts 
infrastructure. Recommendations are put forward to advise how Higher Education 

and policy-makers might respond to current and future enterprise education needs 
among Northern Ireland’s third-level arts students wishing to work in the creative 

industries in order to enhance the sector’s economic potential. Drawbacks of the 
methodology used in the author’s own research are presented and proposals for its 

improvement are made. Overall, this chapter serves to underline the main 

contributions the research has made to the field of arts entrepreneurship and offers 

recommendations for further research.
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CHAPTER 1:
LOCATING CULTURAL ENTREPRENRUSHIP WITHIN THE CREATIVE

INDUSTRIES DISCOURSE

1. Introduction
Although there is no broad agreement on how to define entrepreneurship, 

whether as risk-bearing, enterprise creation or stimulation of innovation, there 

is even less agreement on how this can be defined within the cultural and 

creative sectors. (Hogeschool vor de Kunsten Utrecht [HKU], 2010: 10)

The purpose of this chapter and the next is to review the conceptual and definitional 

background to the thesis in preparation for the substantive research. In Part One of 

this chapter, the focus of interest centres on the creative industries. The continued 

growth of the creative industries is thought to be inherently linked to 

entrepreneurship; therefore, Part Two of this chapter dissects the term 
‘entrepreneurship’ and demonstrates its relevance to the sphere of arts and culture 

where the monetary is most often a by-product as opposed to the main goal of the 
artist’s or arts organisation’s activities. The tensions between the spheres of arts 

and economics lie at the centre of evaluating the theoretical positions that have been 

adopted in relation to creative industries and entrepreneurship. This chapter will be 

brought to a close by presenting how these might be suited to the present study.

1.1 Creative Industries: Context

1.1.1 Tracing the Origins of the Creative Industries
Many across the globe attribute the formal origins of the concept of the creative 

industries to Blair’s New Labour Government who after their election in 1997, 

established a Creative Industries Task Force to map activity in the creative industries 

(Flew, 2002). O’Connor (2007) attributes the establishment of the Task Force to the 

‘celebratory optimism’ and ‘political hype’ around ‘Cool Britannia’ at the time. The 

first Mapping Documents (1998 and 2001) were produced to raise awareness of the 

creative industries and the contributions they make to the economy (DCMS, 2008). 

They were also envisaged as a first step in regenerating economically depressed
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towns and cities as part of Blair’s New Britain (United Nations Educational, Scientific 
and Cultural Organisation [UNESCO], 2006). The DCMS first defined the creative 

industries in the Creative Industries Mapping Document as ‘those industries which 

have their origin in individual creativity, skill, talent and which have a potential for 

wealth and job creation through the generation and exploitation of intellectual 

property’ (DCMS 1998, 2001). Stutt (2007) refers to this as the ‘traditional definition’ 

- a useful referencing title which will be used throughout the rest of this thesis 

The Mapping Document broke the creative industries into thirteen sub

sectors, namely: advertising, architecture, art and antiques markets, computer and 

video games, crafts, design, designer fashion, film and video, music, performing arts, 

publishing, software, television and radio (DCMS 1998, 2001). UNESCO (2006) 

asserts that this British classification system has been used as a template by many 

countries. O’Connor too hails the Creative Industries Mapping Document itself as a 

lead export, where governments and cities across the world have seized upon the 
concept of establishing a relationship between culture, economics and modernisation 
(O’Connor, 2007). When discussing creative industries in the context of Northern 

Ireland, it would be remiss not to give a nod to Sir Ken Robinson. He was a central 
figure in developing Unlocking Creativity, the region’s strategy for creative and 

economic development as part of the Peace Process. His blueprint for change was 
adopted by Ministers from all political parties (Robinson, 1999).

1.1.2 A Stylised Typology
DCMS established the Creative Economy Programme in 2005 with two objectives in 

mind. The first was to identify barriers and drivers of productivity and growth within 

the creative sectors and the second was to develop and implement a strategy to 

maximise the contribution of the creative industries to the UK economy. The first 

objective was addressed by the Work Foundation and Will Hutton’s 2007 report, 

'Staying Ahead: the economic performance of the UK’s creative industries’ which 

offers an analysis of the market characteristics of the creative industries. Together 

they developed a ‘stylised typology’ of the creative industries based on Throsby’s 

2001 model of the creative economy. The notion of ‘expressive value’ was used to 

map the creative industries in a series of concentric circles, see Figure 1 on the next 
page. These circles branch out from the ‘core creative fields’, where pure creative 

content is generated. DCMS refer to this as the bull's-eye. This pure creative
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content is characterised by a high degree of expressive value. Thorsby’s centre 

circle includes music, dance, theatre, literature, visual arts and crafts as well as 

newer art forms like video art, performance art, computer and multimedia art. This is 

where the painter and the actor sit in DCMS’s vision of the creative industries. The 

Work Foundation (2007) describes the activity at the core as ‘spontaneous, self

financing articulation of expressive value by talented content creators’.

vcst of t,ie eco»J/ri

,1»d»stries *na<l

V''i

Figure 1: A stylised typology of the creative industries taken from ‘Staying ahead: 
the economic performance of the UK’s creative industries’. (The Work Foundation, 
2007)

The circle emanating directly from these core creative fields represents the ‘cultural 

industries’, those that concentrate on commercialising (often through mass 

production and distribution) the expressive outputs of the core creative fields. 

Examples include the television and publishing industries. The next circle introduces 

the creative industries, whose outputs need to be both expressive and functional.
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Examples include advertising and architecture. The outer circle represents the wider 
economy which includes the manufacturing and service industries which benefit from 

the expressive outputs produced by the creative industries. The Work Foundation 

cites the emotional ergonomics of the Apple iPod as a prime example of this. The 

report demonstrates how expressive value permeates into all aspects of the 

economy, emphasising the need to build individual creativity. This typology also 

presents the core creative fields and cultural industries as sub-sectors of the creative 

industries. No distinctions are made between subsidised and unsubsidised cultural 

activities though, demonstrating that the classification is not based around business 

models or funding, but around the idea of creator as a source of ideas and images 

that are taken into a wider production context (Throsby, 2001: 113) in Oakley (2009).

1.1.3 Problems with the DCMS Definition and Classification System
Despite the widespread adoption of its philosophy, the DCMS definition and 

classification systems are not without critics. Drake (2003) points out that most, if 
not all sectors of the economy could claim to be based on individual creativity, skill, 

talent and the exploitation of intellectual property. Should the car industry and 
genetic engineering then be considered as part of the creative industries? To an 

extent Flew (2002) resolves this quandary by asserting that creativity is now 

important to any sector where design and content form the basis of competitive 

advantage. He postulates that creativity is no longer the preserve of the arts or 

media industries. Banks et al. (2000) advise that creative industries produce goods 

and services whose ‘primary value’ derives from their aesthetic attributes. Drake 

(2003) draws parallels between the concept of ‘aesthetic attributes’ and the 

‘symbolic, sign and expressive values’ that Scott (2000) feels dominate the outputs 

from the creative industries. Scott believes it is this focus on the symbolic value over 

utilitarian purpose that distinguishes creative industries products and services from 

those of common commercial industries. However, all this seems to point to defining 

the creative industries in terms of their creative output. Bakhshi et al. (2009) prefer 

to describe the creative industries as a host of activities that involve the commercial 

exploitation of creative and artistic inputs.

Archer (2009: 1) recognises the value of the creative industries. She notes 

their potential to make return on investment and be financially sustainable and 
praises their productivity. However, Archer raises the vital question that many seem
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hesitant to ask: ‘what do they have to do with art?’ There is support in the literature 
that the creative industries definition is heavily linked to notions of the knowledge 

economy where culture is primarily valued for its economic contribution (Roodhouse 

2008; Galloway & Dunlop 2006; Garnham 2005). Critics voice unease over where 

the arts sit within these industries - acknowledging that some feel the arts have been 

subsumed within a concept which has no cultural content at all. Archer (2009: 1) 

refers to the creative industries terminology as a ‘hoodwink in the current language 

of the arts’ and asserts that it is a problem than runs much deeper than mere issues 

of semantics. Archer views the ‘creative industries’ as an overarching brand that 

swallows up the arts and threatens to diminish their importance. Archer believes the 

creative industries have become a ‘super-classification’ under which the arts are 

‘supposed’ to sit. Elucidating the difference between creative industries and art has 

become a necessity in the eyes of Archer (2009) since the creative industries term is 

now appearing so commonly, especially in the policy arena. Archer fears once the 

term infiltrates policy circles, funding and educational directives will follow (this can 
already be seen in the UK). Given the impact that these resulting directives have on 

the lives and practice of the artistic community, Archer stresses the importance of 
understanding what exactly is meant by ‘creative industries’.

There is broad concern in the literature that overall figures for the creative 

industries mask a range of differently performing sub-sectors (Oakley, 2009).

NESTA (2006) expresses anxiety over DCMS’s inclusion of sub-sectors like software 

and computer services (not commonly classed as creative). These ‘humdrum’ 

activities (to coin a phrase by Caves, 2000) account for 33% of employment and 

23% of total number of businesses in the creative industries. Garnham (2005) feels 

the traditional DCMS classification vacuumed up these sectors simply to bump up 

employment statistics, making the economic argument for the creative industries 

more impressive to Treasury. Cunningham (2002) points to a seemingly ‘arbitrary 

exclusivity’ in the DCMS list of thirteen sub-sectors and questions why the heritage 

sector is omitted for example, given that its economic, creative and cultural 

characteristics are equal if not superior to some of the sub-sectors listed by DCMS.

At the time of writing this thesis, DCMS was holding a consultation on 

proposed changes to classifying and measuring the creative industries. DCMS wish 

to improve how creative occupations and creative industries are indentified in 

available data sources, to produce estimates which are comparable with the Office of
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National Statistics National Accounts. This will involve using classifications which 

divide up industries and occupations according to international standards. However, 
it has proved difficult to identify creative occupations and industries among the 

internationally agreed occupations and industrial classifications that statisticians use 

for all other sectors. The various roles within the craft sector have proven 

particularly difficult to identify, and as a result the DCMS has announced craft cannot 

be measured by DCMS Creative Industries Economic Estimates. This caused initial 

uproar within the craft sector, concerned it was being excluded from the creative 

industries and being branded as uncreative. However, DCMS stress that what can 

be measured by their Creative Industries Economic Estimates should not be 

confused with what they consider creative industries and categorically denied that 

they were intending to reclassify craft as non-creative. This incident highlights the 

sensitivities and confusion surrounding creative industries, fifteen years after the 

term was first introduced.

1.1.4 Creative Industries Putting the Arts in Danger?
Harvie (2003) believes New Labour simply ‘rebranded’ art and culture as the 
‘creative industries’ and is worried by the notion of envisaging culture as 

commodities instead of acts. She raises the concern that New Labour’s 

industrialisation of the arts suggests prioritising art’s commercial value over its social 

value. With this, she argues, comes the danger of limiting the right of artistic 

expression to those who can be economically productive. Oakley (2009) asserts that 

the tension between art as something with intrinsic value and art as a commodity has 

been long present in debates about the arts, where artists need to be paid for their 

work, whilst at the same time resisting the reduction of their work to a commodity.

Some commentators note that although traditional art forms continue to 

dominate government spending, the so-called commercial arts like design, mass 

media, architecture and video-games touch our lives so much more and have a 

cultural significance that outstrips the impact of the high arts (Flew, 2009). Some 

fear that the current drive for the creative industries, which are acceptable because 

they are profitable, may unseat support for the arts in the form of public subsidy 
(Archer, 2009). Archer advises that art is the most effective ‘incubator’ for creativity. 

She asserts that unprofitable art must be championed to ensure that the creative 
industries are not deprived of their prime source of inspiration. Where would the film
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industry be without the writers and actors who learned their trade in the subsidised 
theatre for example? A study by Markusen et al. (2006) called Crossover: How 

Artists Build Careers across Commercial Non-profit and Community Work, revealed 

that artists cross-subsidise work in the non-profit and community sectors with money 

earned from more lucrative work in the commercial arts. Archer too recognises the 

importance of nurturing the ‘raw materials' and not merely concentrating on the part 

which is economically attractive. Archer (2009) worries that under the creative 

industries banner, art is being valued not for its own sake, but for its money-making 

potential. Towse (2010) identifies a shift in cultural policy away from a focus on the 

subsidised arts, in favour of a broader view of cultural goods and services that are 

supplied by both for-profit firms and non-profit organisations. O’Connor et al. (2011) 

note that public subsidy has been the traditional policy instrument for the arts, 

justified by their intrinsic or non-instrumental value. While questioning if publicly 
subsidised ‘art and culture’ and commercially oriented creative industries should, 

therefore, be separated under the scope of industry development policy, O’Connor et 
al. highlight a number of problems associated with such a separation. They 

underscore that many see themselves as working between both spheres of the arts 
and creative industries. They contend that the arts have a range of inputs into the 

creative industries: from generating new ideas; providing an institutional 

infrastructure for experimentation; contributing key skills to the creative workforce 

and attracting creative workers to particular locations. O’Connor et al. also remind 

us that the arts are ‘big business’. Publicly subsidised culture employs a vast range 

of people; it purchases and sells business services commercially; it involves 

extensive marketing and branding activity and generates income through tickets and 

sponsorship. These issues must make us consider if there are policy approaches 

more instep with creative industries that could be beneficial to the arts, over and 

above state subsidy. Perhaps in the words of O’Connor et al., now is the time for 'a 

new configuration between subsidy and commercial operations’.

1.1.5 Locating the Individual Artist in the Creative Industries
Bilton (2007) questions the importance of individual creativity in the creative 

industries because in these industries, innovative ideas are only a small component 

in a multifaceted production process. Mirroring the language of DCMS, Bilton (2007: 

19) proffers the view that the generation of intellectual property is consistently less
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lucrative than the exploitation of intellectual property rights. He goes so far as to say 
that the individual artists and writers are the ‘sweatshop workers’ of the creative 

economy.
Haseman (2005) brings to light the recent and continuing explosion of 

different patterns of production and consumption in the cultural sphere. He 

examines how new creative practices are challenging long-understood categories of 

the arts and culture and knocking down the walls between the traditional and the 

innovative. Alluding to the enormity of the changes occurring, Haseman accepts that 

paradigmatic shifts are rarely achieved without pain. In this case, Haseman (2005: 

158) presents the arts as being ‘repurposed’ with the creative industries. The 

change involves a move ‘from individual genius to collective creativity’ and a shift 

from ‘artists creating unique works of art to creative producers developing content for 

digital and networked infrastructure’. Bilton suggests that in the context of the 

creative industries, content is becoming less important than the way it is delivered to 

the consumer. This chimes with Galloway and Dunlop’s (2006) concerns over the 
creative industries becoming defined by their distribution methods. The recent 

increase in media consumers making and sharing content is a significant cultural and 
economic phenomena. The idea of co-creation blurs the lines of production and 

consumption and highlights the shifting relationship between amateurs and 

professionals. Critics are concerned that media companies adopt user-created 

content strategies to extract economic value without recognising their accountability 

to the users producing this content (Hartley et al., 2013). In the context of this user- 

created content, consideration must be given to how these emerging practices are 

impacting labour conditions of professional artists and creatives.

1.1.6 NESTA’s View on the Traditional DCMS Definition and Classification 

System
NESTA’s 2006 report, Creating Growth: How the UK can develop world class 

creative businesses, addresses the DCMS’s failure to differentiate sectors in terms 

of size. The arts and antique market sits alongside TV and radio, publishing and 

software in the DCMS classification. The arts and antiques market is one example 

of a comparatively small sector consisting of relatively small-scale enterprises, which 

is unlikely to be a major contributor to overall economic growth or employment in the 

future. With no focus on how economic value is achieved, NESTA claims that the
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DCMS definition makes 'creativity the only determinant for inclusion’ in the sector. 
This, NESTA claims, fails to take into consideration the differing market structures, 

distribution mechanisms and consumption patterns that exist within the creative 

sector.

NESTA urges that a definition must differentiate between sectors in relation to 

their capacity to generate high levels of growth, which they suggest, is often 

dependent on production methods. NESTA recognises that some sectors have less 

commercial capacity than others. NESTA alludes to the split in the creative 

industries between those sectors which use artisan-based production methods 

versus those which use industrialised production methods. NESTA advises that 

value in the former sectors is derived from creating uniqueness and authenticity, not 

from reproducing and delivering products to mass markets. Such sectors are 

characterised by fragmented markets and lack well-established distribution channels. 
Flew (2002) echoes this noting the separation between areas involved with mass 

production and distribution (those more directly connected to the market) and the 
more ‘artist centred’ areas of culture like theatre and visual arts which are the focus 

of this study.
Such were the reservations surrounding the breadth and scope of the 

traditional DCMS definition, NESTA set about developing a refined model of creative 
industries (see Figure 2). Here the sub-sectors are situated within the model by the 

similarities or differences in terms of business model, value chain, and market 
structure rather than nature and value of the products (ADM-HEA & NESTA, 2007b). 

The revised model segments the creative industries into four groups - 1) Services,

2) Content, 3) Experiences and 4) Originals. Creative services enterprises earn 

revenues from exchanging their time and intellectual property with other businesses 

and organisations, for example advertising agencies. Creative content enterprises 

produce copyrightable intellectual property which is distributed to customers.

Earnings are achieved through subscription, sales or advertising. Examples include 

film and TV production companies, book publishers and fashion designers. This 

group has to invest capital upfront to develop creative projects before any revenues. 

This leads to investment on a project-by-project basis and leaves this group less 
amenable to creating a production line of creative products.

Creative experience enterprises sell the right for consumers to experience or 
witness specific activities, performances or locations which are consumed at the time
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and place of performance, rather than through recordings or broadcasts. Providers 

include theatre companies and live music organisers. The NESTA model highlights 

the likely overlaps between experience providers and content producers. According 

to NESTA, creative originals producers are involved in the creation, manufacture or 

sale of physical artefacts, the value of which derives from their perceived creative or 

cultural value, exclusivity and authenticity. These artefacts are one-offs or created in 

limited production runs. Being artisan-based rather than industrialised, they have 

less chance for commercial growth. Examples include visual artists and craft 

makers.

Services
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Figure 2: A revised model of the creative industries taken from ‘Creating Growth: 
How can the UK develop world class creative businesses.’ NESTA (2006)

Creative service providers and content producers create and often own Intellectual 

Property (IP). NESTA claims that it is the IP that can be easily reproduced and 

exploited to drive sustained economic growth for the UK. Experience providers and 

producers of originals offer fewer opportunities as they are based on uniqueness as 

opposed to reproducibility. It is these later groups which the research proper



focuses on, highlighting the relevance of entrepreneurship to boosting their 
economic potential.
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1.2 Establishing the Differences between the Creative and Cultural Industries
Many use the terms ‘creative industries’ and 'cultural industries’ as if they are 

interchangeable. This lack of clarity is acknowledged by Drake (2003) who notes 

that the use of the terms 'creative industry’ and ‘cultural industry’ within academic 

and policy circles signifies that these areas of economic activity are seen to be 

different in some way. The UK Government’s Creative Britain Report comments that 

the creative and cultural sectors enjoy a symbiotic relationship. Caves (2000) 

suggests that these industries supply goods and services that are broadly associated 

with cultural, artistic or entertainment value. O'Regan (2001) deems the cultural 

industries as a subset of the creative industries, much like the DCMS typology. 
UNESCO (2006: 3) puts forward the argument that ‘cultural industries’ refer to those 

which ‘combine the creation, production and commercialisation of creative contents 
which are intangible and cultural in nature’, giving examples such as printing, 

publishing and multimedia. UNESCO also notes that the advent of new technologies 
has made sharing, trading and consuming cultural goods and services easier than 

before and that globalisation has had a profound impact on the creative industries.
Galloway and Dunlop (2006) argue that cultural industries are distinctive from 

the wider creative industries because they are about the production and circulation of 

symbolic ideas and so play an important role in our ability to communicate and thus 

in freedom of expression. Compare this to advertising whose primary purpose is to 

persuade people to buy more. Think of fashion design and architecture too.

Although they possess symbolic content, they place functionality first and should, 

therefore, be considered part of the wider creative industries as opposed to the 

cultural industries according to Galloway and Dunlop (2006), Bilton and Leary 

(2002), Martin (2004). Cunningham (2002) rather succinctly acknowledges the 

strong links between the creative industries and the cultural industries whilst 

highlighting their differences:

There are undoubted continuities between cultural and creative industries, but

I would posit that the trend differences can be summed up as creative
industries is trying to chart an historical shift from subsidised 'public arts’ and



broadcast era media, towards new and broader applications of creativity. 
Cunningham (2002: 59)
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Hartley (2005: 5) explains that the much contested term ‘creative industries’ seeks to 

describe the ‘conceptual and practical convergence of the creative arts (individual 

talent) with cultural industries (mass scale) in the context of new media technologies 

(ICTs) within a new knowledge economy, for the use of newly interactive citizen- 

consumers’. Hartley (2005) also reminds us that the ascendance of the creative 

industries is closely related to the increasing importance being placed on the 

production and consumption of symbolic goods. He accepts that it is no longer 

enough for consumer goods to be functional. They must surmount utilitarian 

purpose and become objects of beauty, or status symbols and emit signals to others.

Others in the literature conceptualise the creative industries as a continuum. 

Cunningham (2002) describes the sectors within the creative industries as moving 

from the culturally specific, staunchly non-commercial to the globalised, high-tech 
commercial where generic creativity is responsible for driving advances as opposed 

to culturally specific content. This vision of a continuum is an attractive one and 
perhaps a more acceptable way to view the creative industries.

1.2.1 How the European Commission Makes the Distinction
The European Commission (EC, 2004) provides three categories within the 

Economy of Culture and terms them 1) ‘works of art’, 2) ‘industries orientated 

towards mass production and mass-distribution of goods that are entirely cultural’ 

and 3) ‘industries that use culture as an intermediate consumption in their production 

process and as a factor of innovation - creative activities.’ The EC report contends 

that traditional art fields (producing works of art) are differentiated from cultural 

industries because their outputs are produced without the intention of mass 

reproduction in mind. Cultural industries on the other hand are geared toward mass 

reproduction and distribution of goods that are wholly cultural. The industries 

referred to in category 3 produce functional goods. Although all their activities 

cannot be considered creative, they do integrate cultural elements to innovate and 
add value. Clear parallels can be seen here between the traditional typology’s core 

creative fields, cultural industries and creative industries.
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1.2.2 Characteristics of the Creative Industries
A lot of the EC’s thinking can be traced back to the work of Adorno and Horkheimer 

who originally came up with the term ‘cultural industry’ to make the distinction 

between the traditional artisan-based creative arts and the industrially produced 

cultural forms. In the eyes of Adorno and Horkheimer (1944), the arts were not part 

of the cultural industries. Hesmondhalgh (2002) also separates creative arts from 

the cultural industries because although they are occupied by the production of 

symbolic meaning, they use semi-industrial or non-industrial methods of production.

Garnham (1987) refers to the cultural industries as those which use the 

‘characteristic modes of production and organisation of industrial corporations to 

produce and to disseminate symbols in the form of cultural goods and services, 

usually as commodities.’ He contends that these cultural processes involve 

technological and capital intensive mass production and/or distribution.
O’Connor (1999) labels activities dealing principally in symbolic goods, whose 

primary economic value is derived from their cultural value as the cultural industries. 
In this definition O’Connor covers the ‘classical’ cultural industries (broadcast media, 

film, publishing, recorded music, design, architecture, new media) and the ‘traditional 

arts’ - visual art, crafts, music, theatre, concerts and performance - essentially all 
activities which have been eligible for public funding as art. Compare this to Towse’s 

(2003) analysis, which describes the cultural industries as those which mass- 

produce goods and services with sufficient artistic content to be considered 

creatively and culturally significant. She names the essential features of the cultural 

industries as industrial-scale production combined with cultural content. Since the 

creative arts do not employ industrial-scale production methods, they are typically 

excluded from definition of the cultural industries deployed by cultural economists 

according to Towse.

Yet another definition is offered by Cunningham (2009: 5-6) who notes the 

cultural industries interconnect the arts and the established commercial or large- 

scale public sector media. He proffers the view that cultural industries represent 'the 

(subsidised) arts with the contemporary clothing of audience development, 

community involvement and professionalisation’.
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1.3 Creative Industries and Cultural Policy
Jurisson (2007) underlines that the job of growing creative industries policies is 

usually given to the part of government that is already responsible for the protection 

and development of culture and cultural policy. By mixing market and consumer- 

orientated creative industries with cultural policy, Jurisson argues that much conflict 

and tension is created. He feels strongly that the market-orientated production of 

cultural goods is out of the range of cultural policy issues which are chiefly focused 

on subsidies, maintaining institutional infrastructure and national heritage. The UK 

Arts Councils have been contributing to the creative industries agenda for some 

time, intervening in the ‘cultural economy’ with ‘cultural objectives.’ Galloway and 

Dunlop (2006) fear that their motivations may now be over-ridden by economic 

concerns. They are concerned that the creative industries definition adopted by the 

British Government is ill-conceived in relation to culture, confusing the two very 

different concepts of culture and creativity. Galloway and Dunlop claim that the 
creative industries by definition, have no cultural content and pose the very 

reasonable question, have the distinctive attributes of culture been purposely 
overlooked by the UK Government in favour of a knowledge-based economy? 
Jurisson (2007) highlights suspicions held by cultural producers that the ‘creative 

industries’ are an attempt to undermine the existence of traditional cultural 

institutions and their dependence on public subsidy. Archer (2009) feels it would be 

better if the ‘potentially profitable’ creative industries sat within the portfolio of 

industry - preventing them from being a threat to arts and culture.

The Arts Council of Northern Ireland (ACNI), as the government’s principal 

arts funding and advisory body in the region plays an important role in shaping the 

practices of cultural organisations in Northern Ireland and ensuring their 

sustainability. It has been focusing more on market orientation and economic 

matters with the establishment of Audiences Northern Ireland (a membership-based 

agency that works with clients across the arts and cultural sector to increase, 

broaden, maintain, understand and diversify audiences) and the sponsorship of the 

Belfast Business Awards in 2009.

ACNI is a statutory body of the Department of Culture, Arts and Leisure 
(DCAL). DCAL secured funding for a pilot Creative Industries Innovation Fund for 

the period 2008 - 2011. This fund was administered by the Arts Council and 
supported one hundred and thirty-three businesses and twenty-two sectoral
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development projects. Priorities for action under three broad themes were: 
innovation in business; innovation through people and innovation through sectoral 

infrastructure and knowledge. This fund was made available to ‘contribute to the 

growth of Northern Ireland’s cultural capital by supporting creativity and creative 

talents in their business activities’ (DCAL, 2008: 5). DCAL is investing a further £4 

million through a refocused funding scheme (CNF 2) running between 2011 -2015, 

to continue growing and developing the creative industries in Northern Ireland.

It is significant that the fund was placed with ACNI and not Invest Nl, the 

region’s economic development agency. It would seem that in this way the 

government is making a strong statement about wanting to encourage the broader 

artistic community to embrace opportunities presented by the fund and to develop 

the skills needed to develop sustainable businesses. The Creative Industries 
Innovation Fund is a commercially-driven funding intervention designed to deliver 

economic outputs. It actively promotes entrepreneurial self-reliance among the 
region’s artists and arts organisations. This is a new model of assistance for the arts 

in Northern Ireland and presents challenges, particularly for non-profit arts 
organisations that are being compelled to consider commercial activities for the first 

time in some cases.

1.4 Opportunities that the Creative Industries Presents for the Arts
Flew (2002: 14) believes that those arts which have traditionally received public 
funding can ‘selectively use the economic discourses’ surrounding creative industries 

to accommodate more traditional arguments for arts subsidy. Arts practitioners can 

exploit this attention and investment from government in creative industries to make 

and distribute work that is socially constructive. Furthermore, the creative industries 

conversation acts as a significant catalyst for helping artists to bridge artistic and 

business motivations and to fill the gap between artistic work and the economic need 

for self-management (Eikhof & Haunschild, 2006). Towse (2010) asserts that the 

creative industries paradigm removes the artificial distinction between high and low 

culture and instead champions their interaction for the production of cultural goods 

and services. Towse believes the creative industries concept highlights the reality 

that many artists work in both non-commercial and cultural enterprises.

There is no doubt that some will find difficulty in placing painters in the same 
bracket as app developers. However, I refer again to Cunningham’s (2002) vision of
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a continuum which moves from ‘the culturally specific, staunchly non-commercial’ to 

‘the globalised, high-tech commercial where generic creativity is responsible for 
driving advances as opposed to culturally specific content’ as one of the better 

descriptions of the creative industries. Although this review of literature highlights 

the tensions that the creative industries terminology presents for the arts, I believe 

the creative industries discourse encourages a greater self-awareness within the arts 

community of the significance their work has an industry sector. The arts must work 

together to ensure that their presence at the centre of the creative industries is 

appreciated and supported with practical government interventions to sustain growth.

1.5 Introducing Entrepreneurship
The literature reviewed to date supports that the creative industries represent a 

policy shift that is encouraging individual artists and arts organisations to be more 

entrepreneurially self-reliant. ADM-HEA and NESTA (2007a: 13) claim that the 

‘entrepreneurial capacity of the creative industries workforce must be developed if 
the growth of the creative industries throughout the UK is to be maintained and 

enhanced.’ The publication refers to recent studies identifying a lack of effective 
entrepreneurship as a barrier to the future development of world-class creative 

industries sectors in the UK. Given the highly differentiated nature of the creative 

industries, with its various sub-sectors growing or declining at different rates, it is 

vital that greater demand for creative industry output is generated through enhanced 

entrepreneurship (ADM-HEA & NESTA, 2007a). Part Two of this chapter traces the 

development of the term ‘entrepreneurship’ and confronts the tensions between the 

economic sphere and the sphere of art.

1.6 On the Origin of Species
Bolton and Thompson (2000) provide an insight into the origins of the term 

‘entrepreneur’, reporting that it is derived from the French entre, meaning ‘between’ 

and prendre, being the verb ‘to take’. They suggest that this implies that it was 

another name for a merchant who acts as a ‘go-between’ for parties. Gough (1969: 

9) points to the Oxford English Dictionary of 1897 as having defined the 

‘Entrepreneur’ as The director or manager of a public musical institution: one who 

“gets up” entertainments, especially musical performances.’ Gough then traces a 
revised version of the definition to the dictionary’s supplement which appeared in
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1933. This definition recognised that the word had a place in the business as well as 
in the entertainment world and could also mean ‘one who undertakes an enterprise: 

especially a contractor...acting as an intermediary between capital and labour’. 

Quoted by Swedberg (2000), Hoselitz (1951) argues that ‘entrepreneur’ comes from 

the French word entreprendre which means ‘to do something’. He states it was 

originally used in the Middle Ages in the sense of a person who is active and gets 

things done. What follows is a brief overview of those credited with the development 
of entrepreneurship theory.

1.6.1 Cantillon: The Risk-taker
Bolton and Thompson (2000) credit the 18th Century French banker Richard 

Cantillon, with first using the word entrepreneur. According to Lynskey and 

Yonekura (2002) it was Cantillon who endowed the term with 'precise economic 

content’. They explain that Cantillon envisaged an economic system as containing 

three types of actors: landowners (capitalists), arbitragers (entrepreneurs), and 
hirelings (wageworkers). Here the entrepreneur is responsible for all exchange and 
circulation in the economy. Cantillon’s entrepreneur is motivated by the potential 

profit generated from the activity of ‘buying at a certain price and selling at an 

uncertain price’ introducing the concept of the entrepreneur as the risk-taker.

1.6.2 Say: Coordinates Factors of Production / Leader / Manager
Jean-Baptiste Say (1767 - 1832) extended Cantillon’s vision of the entrepreneur to 

include an emphasis on his managerial role within an enterprise. According to 

Drucker (1985), Say recognised that the entrepreneur shifts economic resources out 

of an area of lower, to an area of higher productivity and greater yield, illustrating that 

Say’s entrepreneur coordinates production and distribution. For Glancey and 

McQuaid (2000), Say is the first to highlight the entrepreneur as an organiser of 

factors of production. Drucker contends that this co-ordinating role situates the 

entrepreneur at the heart of the enterprise - in basic terms, making him the leader 

and manager.

1.6.3 Schumpeter: New Combinations by Man of Action
Swedberg (2000) heralds Joseph A. Schumpeter (1883 - 1950) as the ‘main figure’ 

in the literature on entrepreneurship. Carstud and Brannback (2007) recognise that
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many view the Austrian born author of the seminal text The Theory of Economic 
Development’ which was translated into English in 1934, as the ‘father of modern 

entrepreneurship’. Given his standing in the field, it is important to look at his 

theories on entrepreneurship in some detail.

Lynskey and Yonekura (2002) record that Schumpeter rejected the 

hypothesis that the entrepreneur simply responds to external influences that affect 

the market. Instead they claim that he viewed the entrepreneur as a proactive 

influence that can change the economic system from within by ‘carrying out new 

combinations’ (Schumpeter, 1934).

The carrying out of new combinations we call ‘enterprise’; the individuals 

whose function is to carry them out we call ‘entrepreneurs’ (Schumpeter,

1934: 74).

It is this ‘carrying out of new combinations’ that differentiates Schumpeter’s definition 

of the entrepreneur from that of his predecessors (Chell, 2001). Chell translates 
‘new combinations’ as ‘innovations’ - where innovation is the process that results in 

the new combinations that disturb the economic equilibrium.
Schumpeter presents a world without the entrepreneur as a static world 

without uncertainty or change. This kind of world, Lynskey and Yonekura (2002) 
refer to as the 'stationary situation of equilibrium and perfect competition’. Thus 

according to Schumpeter, it is the entrepreneur who is the sole agent of economic 

change. Stevenson (1983) summarises Schumpeter’s vision of the entrepreneur as 

one who ‘introduces innovation and resultantly disturbs the economic status quo’. 

These sentiments recognise the entrepreneur as someone who is driven by the need 

to create and get things done. Chell (2001) points to Schumpeter’s entrepreneur as 

wanting to succeed, not for the fruits of success, but for success itself.

Furthermore, for Schumpeter the role of the entrepreneur is not a lasting 

condition. He proposed that when entrepreneurs have implemented their 

innovations, their task is complete. Schumpeter also distinguishes between the 

inventor and the entrepreneur. The inventor produces ideas and the entrepreneur 

'gets things done’. (Schumpeter, 1991:413). It is Schumpeter’s entrepreneur, 

rather than the inventor, who perceives opportunity, namely the possibilities for 

making profit.
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1.6.4 A Closer Look at Schumpeter on Innovation:
Schumpeter (1934: 66) puts forward the view that the capitalist system contains 

forces that bring about change and development. He concludes that anyone seeking 
profits must innovate and identifies five types of innovation. Dixon (2000) groups 

these innovations into process innovations (technical advances that reduce the cost 

of producing existing products) and product innovations (which involve the creation 

of a new good which more adequately satisfies existing and previously satisfied 

needs). Dixon considers product innovations as the driving force, since the producer 

initiates economic change and consumers are taught to want new things. This view 

is sympathetic to the arts, which traditionally has had a strong product orientation. 

However, technological advancement and the rise of co-creation signifies the 

growing importance of process innovations for the arts.

Process Innovations: - New method of production

- New source of supply of raw material or semi-finished 
goods

Product Innovations: - New good/or quality of good

Opening a new market
New industry structure - creation or destruction of a 

monopoly position
(Schumpeter, 1934: 134).

1.7 Towards a Definition
Stevenson (1983) in approaching a definition of entrepreneurship suggests that there 

are two schools of thought, divided into those that focus on the economic function of 

entrepreneurship and those that try to understand the personal characteristics and 

traits of the entrepreneur often with respect to motivation.

1.7.1 The Economic Function
Gough (1969) contends that the entrepreneur need not be the inventor of a new 

product or process but should be able to exploit the inventiveness of others. Gough 
states that the entrepreneur needs capital at his command to get the enterprise off
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the ground, though does not specify whether it be economic, social or aesthetic. 
Gough also asserts that 'above all’ the entrepreneur must have the ability to make 

decisions and take responsibility.

Walker (1885) quoted in Gough (1969) speaks of the entrepreneur as 

organising production and deciding 'what shall be made, after what patterns, in what 

quantities, at what times, to whom the product shall be sold, at what prices, and on 

what terms of payment’. Walker’s statement bears striking parallels with the ‘four 

p’s’ of the well known marketing mix framework. Although promotion is not 

mentioned, product, price and place are all covered by Walker’s job description.

This is an early indication of the close ties between entrepreneurship and the 

marketing function.

Bolton and Thompson (2000: 5) define the Entrepreneur as ‘a person who 

habitually creates and innovates to build something of recognised value around 
perceived opportunities’. They also note that ‘a person’ can be a group of people, 

contending that it is possible to describe teams and organisations as entrepreneurial.
The ability to recognise and exploit opportunities is central to the 

entrepreneur’s role according to Kao (1989). After recognising an opportunity, the 
entrepreneur must gather together the human and other resources needed to pursue 

it, transforming the opportunity into a tangible result. Chell (2001,86-87) presents 
two different definitions of the entrepreneur from an economic functional perspective 

which suggest that neither founding nor ownership is a necessary condition of 

entrepreneurship:

A: The Capitalist, who owns the means of production, is able to marshal 

resources successfully and (who) assumes the risk for the sake of profit. In 

this definition ownership can arise from buying or inheriting a business.

B: The Opportunist is able to recognise and proactively pursue opportunities 

for business development and growth and is confident that the resourcing of 

the opportunity will not be a problem.

As metaphors often tie new concepts to familiar cognitive structures to aid 

understanding and conceptualisation, so Cardon et al. (2005) adopt a parenting 

metaphor to gain an insight into entrepreneurship, where entrepreneurs are parents
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and enterprises are babies. The metaphor guides us through the parenting process 

from conception and gestation to infancy and maturity. The authors even use 

adoption and foster care, miscarriage and infant mortality elements in the broader 
parenting metaphor. Perhaps the strongest sentiments surrounding the metaphor 

are the importance of ‘passion, nurturing, identification and association’. Cardon et 

al. argue that there is a close association and connection between an entrepreneur 

and a venture, just as there is between a parent and a child. Through the metaphor, 

they contend that the entrepreneur may see the venture as a part of their identity and 

its failure or success reflects back on them.

1.7.2 Personal Characteristics and Traits with Respect to Motivation
Sarasvathy (2004) asserts that we should cast aside the current dichotomous picture 

of the world as consisting of entrepreneurs and non-entrepreneurs. Instead, we 

should begin with a mixed distribution of individuals with varying degrees of drive 

and ability with regard to entrepreneurship. Bolton and Thompson (2000) assert that 
contrary to the popular perception of the entrepreneur, research has shown that 

money and wealth are well down the list in terms of motivating factors for the 
entrepreneur. Instead Bolton and Thompson suggest that money is a by-product of 

the business entrepreneur as opposed to a primary motivating factor. They propose 
that it is the entrepreneur’s drive and sense of purpose that marks him out from the 

crowd. Schumpeter in his Theory of Economic Development also set out a typology 

pertaining to the motivation of the entrepreneur. These have been translated by 

Swedberg (2000) in the table on the next page.

Chell (2001) asks, what motivates a person to seek self-employment and to 

remain in business for themselves? Bolton and Thompson point to McClelland 

(1961) who linked motivation to three human needs: the need for achievement, the 

need for power and the need for affiliation. McClelland’s research demonstrated that 

it was those who had the need for achievement who were the entrepreneurs that 

drove economic development. However, Kao (1989) warns against using a trait 

approach to describe entrepreneurs as many identified traits of the entrepreneur 

could be just as easily applied to managers.
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Schumpeter’s Typology (1961:93) Swedberg’s Modern Translation
The dream and will to found a private

kingdom’
The desire for power and independence

The will to conquer’ The will to succeed

The joy of creating’ The satisfaction of getting things done.

1.8 Why Should an Entrepreneurial Capacity be Fostered within the Arts?
Daum (2005: 55) points to DCMS figures which show that of the 500,000 creative 

industries jobs in the UK, over 50% are self-employed. He claims that although most 

professional artists function as self-employed independent contractors, the general 

public’s perception of artists is one of being poor at business. I wondered if this was 

due to the predominance of artistic motivation over commercial motivation. Daum 

attributes this perception to the fact that most arts organisations function on a non

profit basis and seem to be ‘continuously fundraising for capital’. Leadbeater and 

Oakley in Hartley (1999b) express the opinion that these new independents are often 
producers, designers, retailers and promoters all rolled into one and as such, need to 

develop a mix of creative and business skills, albeit at different stages of their 
careers.

Mulcahy (2000) explains that government subsidy for the arts has been 

declining across Europe in recent years and that many nations are considering the 

expansion of privatisation, and are searching for alternative sources of arts support. 

For example, Staines (2009) points out that Italy has seen radical cuts in its 

performing arts budget. FUS (Fondo Unico per lo Spettacolo - Sole Fund for 

Performance) sat at €500m prior to 2006 but fell to €398m in 2009. Likewise, 

Finland’s total government expenditure on culture per capita fell from €175.20 in 

2000 to €167.70 in 2005 (Council of Europe, 2010). The Council of Europe also 

reports that in late 2004, the UK’s Department of Culture, Media & Sport announced 

a freeze in government spending on the arts for three years, so that funding to Arts 

Council England would be held at GBP 412 million annually until 2008. The Arts 

Council claimed it represented a real terms cut of GBP 30 million. In the UK, Arts 

Council England funding has been cut from £472 million in 2012/2013 to £451 million 

in 2014/2015. Local authorities are also cutting arts budgets with Newcastle 

(England) Council waging a 50% reduction in its arts budget in 2013. Dewey (2004)
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concurs, asserting that budget cuts and government restructuring are forcing such 
countries to search for models of pluralistic arts support.

Despite the looming cuts, we must not forget that the size of the arts sector in 

Northern Ireland is much bigger today than it was in the 1980s. In local terms, the 

Arts Council of Northern Ireland’s submission to the Culture Arts and Leisure 

Assembly Committee’s Inquiry into the funding of the arts in the region explores in 

some detail ‘innovative approaches to sourcing additional funding across the arts 

sector’ on top of that supplied by government (ACNI, 2009: 5). The report covers 

topics like members schemes, philanthropy and gift aid as elements to consider in 

this mixed-economy. The report states that business investment accounts for 47% 

of the total private investment into the arts in Northern Ireland. Most of this business 

investment comes from sponsorship delivered under Corporate Social Responsibility 

(CSR) initiatives. McNicholas (2004) highlights the correspondence between the 
growing importance of the CSR agenda for businesses and the increasing business 

and marketing focus being adopted by arts organisations in their approach to the 
management and sourcing of funding. It seems that the worlds of art and business 

are being drawn closer together by the promise of mutually beneficial relationships. 
Furthermore, it would appear that arts leaders must become equipped with the 

appropriate business skills to seek out the opportunities these relationships present 
and optimise the possible ensuing benefits to their organisations. The ACNI’s 

Consultation on its 2013 - 2018 Five Year Strategic Plan for the Arts in Northern 

Ireland asks that its funded clients be ‘innovative and resourceful - to share, to 

collaborate, to take advantage of economies of scale, to encourage large 

organisations to work with smaller ones, to maximise the investment and showcase 

what they do’ (ACNI, 2013: 10). Dewey (2004) refers to the increasing need for an 

entrepreneurial capacity in the culture sector given the preponderance of such public 

/ private and for-profit / non-profit initiatives.

Bathurst et al. (2007: 37) recognise that arts organisations are vulnerable 

during changing times because of the nature of their work and the need for a fine 

balance between artistic ideals and business requirements. To aid survival in the 

arts, stakeholders must ‘strive towards the sustainability of artistic enterprises on 

behalf of the community’. To ensure not only creative development but also growth 

in audience numbers, Bathurst et al. underline that arts organisations must 
continually ‘examine the way they operate’. This stance could be interpreted as a
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call for continuous innovation, demonstrating the required entrepreneurial capacity of 
the arts leader. Furthermore, a response to the argument by Bathurst et al. might 

be: is achieving financial sustainability the key task for the cultural entrepreneur? 

Field research has uncovered arts leaders’ attitudes to this important question.

Stable revenue streams must be developed to allow the arts organisation to create 

aesthetic and social capital - the creative development that Bathurst et al. refer to. I 

put forward the idea that ultimately, an entrepreneurial capacity should be fostered in 

the arts in order to generate the financial capital to sustain production of social and 

aesthetic capital.

1.9 Is Entrepreneurship all about the Money?
Griffin (2003: 10) alludes to the ‘inherent implication of entrepreneurship as the 

generation of money.’ However, he suggests that behaving more entrepreneurially 
in the context of a publicly funded museum usually means ‘doing more with less’ or 

‘generating more revenues from outside government’. Although accepting the 

importance of entrepreneurs who create financial capital, Bolton and Thompson 
(2000) expand the definition from the traditional view of entrepreneurship to include 
those who create social and aesthetic capital. The pair stress the need to use 

measures other than pounds to define this capital. Sometimes financial and 
aesthetic capital can coexist though. Controversial artist Damien Hirst, although an 

exceptional case, could be considered a very obvious example of an aesthetic and 

business entrepreneur who has created financial capital through his creation of 

aesthetic capital. The diagram by Bolton and Thomson in Figure 3, shows how 

these various capitals can be complementary and how certain businesses are 

established to build more than one type of capital. James Dyson is an inventor and 

business entrepreneur who achieved success and wealth by exploiting product 

design, for example. Trevor Baylis built financial and social wealth simultaneously 

with his clockwork radio for the Third World. Dame Cicely Saunders on the other 

hand is a social entrepreneur who founded the modern hospice movement. The 

literature therefore points to the dynamic nature of capital, an important point when 

considering the potential outputs of entrepreneurship.
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Crealey (2003) highlights the concept that depending on organisational objectives, 

the measures of success for a performing arts product may be substantially different 

to those for a commercial product. Artistic innovation may be considered a greater 

measure of new product success than profitability or box-office success. Reitz (ca. 
2010) believes that to measure the success of artist-entrepreneurship by pecuniary 

measures alone makes little sense since the artist-entrepreneur doesn’t enter the 
market for the profits. Reitz acknowledges that the artist will offer their products and 

services in any case, though fails to recognise that without financial capital it is often 

very difficult if not impossible for the artistic vision to be realised. Yes, the painter 
may summon the resources to bring his vision to fruition on canvas, but without 

financial capital may struggle to promote his work, stage an exhibition and realise the 

wider artistic vision for his work. Similarly, without financial capital, a theatre 

practitioner will face many barriers in mounting a production with a large cast, in a 

suitable venue for presentation to an audience, never mind being able to plan ahead 

for the next show. Although the infrastructural requirements of the visual arts and 

theatre differ (setting the scene for an interesting comparative study), surely both 

sectors need financial capital to make their offerings to the market in the first 

instance, whether they become commercially successful or not? Furthermore, Gill 

(2007) notes that the benefits of non-monetary income become difficult to sustain as 

cultural workers age and the stress of searching for work, preparing for projects and 

trying to remain visible in a highly competitive labour market starts to show.

Davidson (2004) excludes ‘non-market’ activities like ‘not-for-profit 

endeavours’ from the term ‘entrepreneurship’. DiMaggio (1985: 29) on the other
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hand contends that, ‘although most arts organisations are non-profit institutions, they 
are not non-market institutions’. According to Rentschler (2002a :43), although 

economists were initially concerned with entrepreneurship, we need not be 

concerned with only the economic sphere when we discuss the term. Rentschler 

justifies this by stating that although not-for-profit arts organisations are not 

considered economic, the resources needed by entrepreneurial arts leaders and 

their organisations are. Rentschler contends that the goals of the arts leader are 

‘creative programming’ and ‘funding diversity’, where the generation of government 

funds is essentially a political process and the generation of market-focused 

programmes and benefaction is ‘creative and self-sustaining’ for the arts leader 

because it generates a much needed cash flow for operation. I found these 

concepts intriguing and used them when framing interview questions during 

substantive research.

Although financial capital is a necessary input for sustained business and 

artistic enterprises alike, Bolton and Thompson (2000) share research which shows 
money and wealth are well down the list in terms of the business entrepreneurs’ 

motivating factors. They suggest that money is a by-product of the business 
entrepreneur’s work, as opposed to a primary motivating factor. Monetary wealth is 

rarely the primary motivation in most artistic enterprises either. The mission is driven 

little by the desire to make money, but the entrepreneurial artist or arts leader will 

through the realisation of his artistic goals, create the vital by-product as a means of 

sustaining the enterprise. The literature would therefore suggest that a desire to 

make money does not have to be a prerequisite for becoming an entrepreneur. This 

assertion will be tested out against the research sample.

1.10 What Is Cultural Entrepreneurship?
There is debate around what differentiates the cultural entrepreneur from the 

traditional economic entrepreneur. Quoted in Henry (2007: 93) De Bruin proposes 

that there is no consensus on the definition of entrepreneurship, with the term being 

applied within a range of settings and with a variety of meanings. However, this lack 

of clarity surrounding the term makes it more difficult to explain the nature of 

entrepreneurship within the creative industries, an area which itself is embroiled in a 

definitional debate.
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Swedberg (2006: 259) recognises the tension between the economic sphere, 
'that provides wages and profits’ and the sphere of art, ‘that provides existential 

answers’. Eikhof and Haunschild (2006) argue that artists in the creative industries 
have to bridge the gap between artistic work and the economic need for self

management. Schumpeter’s entrepreneur combines already existing elements. 

Swedberg (2006: 243) proposes this idea of combination can be easily applied to the 

arts. The entrepreneur who works in the creative industries can be conceptualised 

as someone who makes ‘combinations’, where art is one of the elements in the 

entrepreneurial combination. In response to Swedberg’s argument, are cultural 

entrepreneurs simply artists who are also economically entrepreneurial? - De Bruin 

(2005: 145) in Henry (2007: 93) describes entrepreneurship in the creative industries 

as ‘the process of adding value to creative inputs / creativity’. Henry (2007: 93) 

elucidates that in this context, creativity and creative inputs come from the inspiration 

of artists, unlike ‘humdrum inputs’ that respond to ordinary economic incentives 

(Caves, 2003: 73). The value-adding process entails combining creative or artistic 
inputs with humdrum inputs.

The author contends that combining things in a novel way is central to cultural 
entrepreneurship but asks, what separates the cultural entrepreneur from the 

economic entrepreneur? Swedberg (2006: 260) argues in the spirit of Schumpeter, 

that ‘economic entrepreneurship first and foremost aims at creating something new 

‘and profitable’ in the area of the economy’. He defines cultural entrepreneurship on 

the other hand as, ‘the carrying out of a novel combination that results in something 

new and appreciated in the cultural sphere’.

1.11 The Artist Entrepreneur: Developing Innovation from within
Fillis (2004) asserts that two types of innovation can occur. Reactive / Customer 

driven Innovation is where changes are made as a response to the marketplace. 

Proactive Innovation comes from within the organisation, which involves pushing the 

innovation onto the marketplace. Having established these different types of 

innovation, it could be asserted that most business entrepreneurs respond to 

external environmental opportunities, while most artistic entrepreneurs are driven 

from within to search for ways in which they can exploit their personal gifts and 

talents. Fillis (2004: 12) stresses that a continual customer orientation would mean 
little or no creative development and suggests that in the arts, artistic-centred
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creativity should serve as the catalyst for business development, as opposed to an 
unwavering devotion to the conventional marketing concept where the customer 

drives strategy. Although DiMaggio (1985) accepts that arts organisations are 

influenced by market forces, he suggests that the more entrepreneurial-minded ones 

are successful at creating demand for the avant-garde niche artistic product, rather 

than simply following customer wishes.

Henry et al. (2004) quoted in Henry (2007: 94) present a vision of art 

entrepreneurs as those who are driven by a combination of extrinsic and intrinsic 

motivations, where the extrinsic refers to environmental and business stimulus and 

intrinsic refers to the internal desire to create and a personal sense of challenge. 

These two types of motivation can be correlated with Fillis’ two types of innovation 

mentioned above. It is rational to argue that Extrinsic Motivation results in Reactive 

Innovation, whereas Intrinsic Motivation causes Proactive Innovation. The artist- 

entrepreneur, with his mix of intrinsic and extrinsic motivation (I translate this on the 

very personal level as the painter who wants to see his artistic vision realised, whilst 
earning a living for doing so) is charged with the responsibility of balancing reactive 

and proactive motivations.
De Bruin quoted in Henry (2007: 94) refers to Schumpeter’s distinction 

between ‘entrepreneur’ and ‘inventor’ to explain the difference between the creative 
entrepreneur and the artist. For Schumpeter, ‘the inventor produces ideas’ while it is 

the entrepreneur who ‘gets things done’ (Schumpeter, 1991: 413). Schumpeter 

makes it clear that it is the entrepreneur, rather than the inventor who perceives 

opportunity, namely the possibilities for making profit, and is the catalyst in the 

utilisation of scientific discovery and invention toward this end. The artist like 

Schumpeter’s inventor is the originator and gives birth to the artistic expression or 

creative impulse which can take a variety of forms - a painting, a new play. Yet this 

initial creative input has to be commercialised and turned to profit, or to use Henry’s 

(2007) borrowing from Caves (2000), art must meet commerce. It is only when the 

artist is, in the words of Schumpeter, also the one who ‘gets things done’ that he or 

she corresponds to the creative entrepreneur.
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1.12 Is there a Connection between Creating Art and the Entrepreneurial 
Mindset?
In Daum’s (2005) aptly titled paper ‘Entrepreneurs: the artists of the business world,’ 

he rather neatly correlates the business start-up process, with the process involved 

in getting an artistic performance off the ground. He suggests that in both cases an 

idea is formed and researched in detail. All possibilities that can stem from the idea 

are explored. Once an idea is developed and articulated, he postulates that the 

entrepreneur or the artist must recruit a team of helpers to mould the idea into a 

physical reality. The execution process must be done with frugality and efficiency as 

both artists and start-up entrepreneurs typically begin with limited resources.

Amit et al. (1993) define an entrepreneur as one who identifies and creates 

business opportunities and assembles and coordinates new combinations of 

resources to extract maximum profits from their innovations. This is a metaphor for 

the painter who spots an inspiring view, is compelled to capture it on canvas and 

brings together the paint on his palette to do so.

1.13 Viability and Vitality: A Careful Balancing Act and How It Dictates Role 

Variance among Arts Leaders
Arts organisations rely on the ‘willing collaboration of a diverse array of stakeholders 

- meaning that artistic, financial, governance and managerial issues must be 

attended to in order for the enterprise to maintain both financial and artistic 

credibility’ (Bathurst et al., 2007: 29). Many non-profit arts organisations are 

perceived as contributing most to social development but least to economic 

development according to Carman (1996). However, it is within these non-profit 

organisations that the necessary research and development takes place which 

through time can deliver a commercial hit. Rentschler (2002a) asserts that there is 

little difference between non-profits and for-profit business organisations and 

suggests that generic management should be applied to both private and public 

sector organisations.

Public or private subsidy has sustained the arts over the centuries.

Radbourne (2002: 50) expresses that although sustainability through attendance 

alone has been the goal for art organisations across the world, it is rarely achieved. 

According to Rentschler (2002a: 55), levels of entrepreneurial activity among arts 
leaders is manifest in the varying importance they place on matters relating to
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creative programming and funding diversity. The two variables of creative 
programming and funding diversity are the core forces which are needed to achieve 

the balance between the viability and the vitality of the arts organisation according to 
Rentschler. Viability includes such factors as focus on the mission, people, 

productivity, the planning and core management of the aesthetic product. Vitality 

relates to organisational competiveness, accessibility, identity and distinctiveness. 

Given the tension between professional artistic preferences and external pressure to 

raise funds and increase attendance figures, Alexander (1990) suggests that it is up 

to arts leaders to develop the suitable balance for the organisation. This requires 

them to make aesthetic and managerial choices as they manage change.

Although resource constraints can often nourish creativity, Rentschler 

(2002a: 59) highlights the view that the ability to achieve funding diversity impacts 

positively on creativity in arts organisations. She asserts the generation of funding 

‘allows the artistic vision to be realised’ and contends that fiscal responsibility forces 
the arts leader to strike a balance between the artistic vision and the organisation’s 

need for stability and continuity. Furthermore, the manner in which the arts leader 

balances the need for creative programming and funding diversity demonstrates the 
differing leadership styles and the different roles arts leaders have. Rentschler 

reports that the entrepreneurial arts leader will address both creative programming 

needs and also engage in activities which generate income from diverse sources. 

Arts leaders manage by varying balances of the two orientations (Creative 

Programming and Funding Diversity). Depending on how these activities are 

balanced, leaders can be categorised as playing primarily one of four roles: 

entrepreneur, managerialist, impresario or custodian. See Figure 4 for Rentschler’s 

matrix which identifies composite measures of creative programming and funding 

diversity for the four role types.
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Figure 4: Role Variance of Arts Leaders. Rentschler (2002a: 59)

1.14 Conclusion
This chapter has reviewed two important bodies of literature that inform the major 

aspects of this study. The first relates to the creative industries discourse whilst the 
second is concerned with cultural entrepreneurship. This chapter has illustrated the 

ambiguities and tensions that remain around creative industries terminology and its 

potential impact on cultural policy. Entrepreneurship has been dissected and shown 

to be highly relevant to the arts and cultural sectors. Acknowledging that the 

successful entrepreneur within the arts must achieve the right balance between 

creative programming and funding diversity, the tensions between the economic 

sphere and the sphere of art have been confronted. Keen to understand the 

significance of these issues in the context of Northern Ireland’s arts sector, the key 

themes identified in this chapter helped frame Research Questions One and Two as 

outlined in Chapter Three.



CHAPTER 2:
OVERVIEW OF ARTS MARKETING AND ENTREPRENEURSHIP EDUCATION
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2. Introduction
The previous chapter outlined the conceptual and definitional issues surrounding the 

creative industries and entrepreneurship. Part One of this chapter introduces the 

close relationship between cultural entrepreneurship and arts marketing. The idea 

that marketing provides an effective means for achieving entrepreneurship for arts 

organisations and individual artists is put forward. Thomas et al. (2009, 737) 

recognise that in an environment of reduced public funding and increased 

competition, individual artists and arts organisations are facing the reality that funds 

must be secured from alternative sources if they are to survive long-term. They 

contend this is encouraging the adoption of lessons from commercial business, 

particularly marketing techniques. It is around the particularities of arts marketing 

therefore that Part One of this chapter focuses. The concept of arts marketing is 
defined and discussed in detail, demonstrating how the marketing concept must be 

modified to fit the arts sector’s specific philosophies. The significance of a market 
orientation within the arts milieu is explained and the strengths and weaknesses of 

such an approach illuminated. The theoretical convergence taking place between 
marketing and entrepreneurship is also introduced. Within the scope of Part One, 

issues of branding, sponsorship, audience development and customer retention are 

addressed. Developments in relationship marketing and the shift from service to 

experiential marketing are put forward as important trends to consider in the arts 

marketing arena. Conscious that the sector consists of not only arts organisations, 

the significance of self-marketing for individual artists is drawn out by way of 

providing a holistic overview of the arts marketing literature.

Part Two of this chapter reviews the literature surrounding entrepreneurship 

education for creative industries students. The review commences with an overview 

of why entrepreneurship education is considered an important enabler for national 

advantage and outlines the recent policy developments surrounding the discipline, 

paying particular attention to the rationale for provision at Higher Education level for 

creative industries students in the UK. By examining what entrepreneurship 

education is and acknowledging the difference between teaching and learning, the 

case that entrepreneurial skills can be learned is put forward. An overview of the
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various approaches to entrepreneurship education is also provided, taking into 
consideration pedagogical style, divergent course contents and delivery methods 

currently being adopted. A targeted approach to entrepreneurship education, 

developed in relationship to the core subject being studied is championed. In 

recognition that the traditional business school model of entrepreneurship education 

and its narrow focus on the business plan can alienate non-business students and 

academic faculties, the challenges in creative enterprise education are discussed. 

This review of literature has assisted the field-research which aimed to explore 

attitudes towards and perceptions of entrepreneurship education among students, 

educators and practising artists in Northern Ireland.

2.1 What Is Arts Marketing?
Colbert (2003: 30) stresses that the marketing process in the arts is conceptually 
different from that in other fields. He explains that rather than aiming to satisfy 

customer needs by offering them products they desire, the artist or arts manager 

must look for consumers who are attracted to the product. Colbert offers a definition 
of arts marketing as follows:

The art of reaching those market segments likely to be interested in the 
product while adjusting to the product the commercial variables - price, place 

and promotion - to put the product in contact with a sufficient number of 

consumers and to reach the objectives consistent with the mission of the 

cultural enterprise. Colbert (2001: 15)

Mokwa et al. (1980) concur with Colbert’s view, contending that within the arts, 

marketing’s role is not to influence the kind of art produced but solely to match the 

artist’s creation and interpretations with a suitable audience. Fillis (2003: 133) 

suggests that if artists and galleries throughout art history had only produced what 

customers wanted, there would not have been any progression of artistic ideas and 

practices. Fillis considers that arts organisations create the market themselves by 

creating demand for a new artistic product. Later in this chapter, we will examine 
how they do this through effective use of branding and networks. For the arts 

marketer, the artistic product is usually fully developed before exposure to the
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customer (Petkus, 2004). This concept of ‘product orientation’ is what Colbert (2001) 

suggests distinguishes arts marketing from contemporary commercial marketing.

Although Boorsma (2002) believes that artistic value was in the past realised 
independent of the patronage of arts consumers, Lee (2005) asserts that it is 

possible for organisations to be market-led whilst remaining devoted to their artistic 

missions. He suggests that although core products should remain intact (e.g. actual 

performance or exhibition) secondary products such as accessibility to buildings, 

hospitality of staff and quality of catering services can be enhanced to meet 

customer needs. Hill et al. (1995) note the use of ancillary products like 

merchandising and catering provide useful revenue whilst enabling the audience to 

enjoy the core benefits of the arts more fully. Social networking has recently come to 

the fore as a key strand in extending the reach of artistic products. The 

entrepreneurial arts marketer is perhaps best disposed to leverage the benefits of 

such ancillary products. The idea is ‘not to modify the core product but to tap into an 

auxiliary or secondary product as a means of attracting customers’ (Colbert 2003: 
34). Colbert sees secondary products as being linked to the consumer experience 
and suggests that ‘circumstantial dimensions’ such as seating areas for the elderly 

can positively affect consumer satisfaction, resulting in repeat visits and growing 

customer loyalty. Thomas et al. (2009: 738) assert that a customer focus can be 

incorporated into the typical activities of an arts organisation without posing threats 

to artistic excellence or integrity.

Fillis (2002: 132) states that arts marketing’s strategic objectives must 

ultimately result in securing the economic well-being of the organisation. In 

agreement, Wilson and Stokes (2004) remind us that the ability to access financial 

capital is a core aspect of entrepreneurial behaviour and provides a strict test of 

marketing capabilities.

2.1.1 What Does Market Orientation Look Like for the Arts?
Gainer and Padanyi (2002) point out that non-profit arts organisations must respond 

to market forces in order to maintain and grow their audiences in the face of an 

increasing number of other entertainment choices. While adoption of a market 

orientation can result in behaviours that continually create superior value for 

customers (Thomas et al., 2009: 737), some view it as counter-productive to artistic 
goals (Butler, 2000). In the conventional marketing exchange framework, value is
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transferred between the seller (producer) and an external customer or consumer. 
(Fillis, 2006) suggests that in the arts, the notion of producer and consumer as being 

distinct from one another does not fit. Hirschman (1983) in Thomas et al. (2009) 

posits that an alternative marketing exchange framework, whereby the artist is seen 

as both producer and primary consumer is more suited to the arts. Here value is 

provided to the artist via the enjoyment gleaned from the creative process. This 

value may outweigh the financial returns gained from an external party i.e. the 

traditional customer.

Gainer and Padanyi (2002) claim that implementation of the marketing 

concept through the adoption of a market orientation will lead to superior 

organisational performance. Their empirical study (2002: 190) of the application of 

the marketing concept to non-profit arts organisations in Canada assuages fears that 

high levels of customer orientation lead to a decline in reputation among artistic 
peers and experts. In fact the study demonstrates that the artistic reputation of arts 

organisations highly attuned to their audiences and managed with audiences in 
mind, seems to grow as a direct result of this orientation. They conclude this 

negates the notion that there is a relationship between responding to market forces 
and low artistic quality. The study also shows that higher levels of artistic reputation 

will have a direct effect on revenues, presumably as a result of increases in the 
funding provided by public agencies and by donors who want to support excellence. 

One only has to look at local examples like Belfast’s new Metropolitan Arts Centre 

(The MAC). The high levels of artistic reputation emanating from this project has 

delivered a ready stream of volunteer helpers, exceptional visitor numbers and 

significant press coverage - all of which are contributing to the financial sustainability 

of the venue.

2.1.2 Criticisms of Arts Marketing
Under the Conservative regime of the 1980’s, arts organisations were forced to 

rediscover the market as their organising logic (Lee, 2005). One of the early writers 

on marketing, McKitterick (1957), states that in order to maximise business 

performance, producers should create products aimed at fulfilling the needs and 

wishes of consumers. It is obvious that ‘giving the public what it wants' is unlikely to 

appeal to artists and arts organisations. Gainer and Padanyi (2002: 183) argue that 
arts organisations functioning in the non-profit sector are 'precisely in the business of
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not responding to market forces’, instead they are given public money to pursue 

artistic goals that may not be compatible with the demands of the market.
The traditional view of marketing takes a linear approach to the interaction 

between firms and their market, where customer needs are indentified so that the 

firm can satisfy them by producing an appropriate product. In the arts sector where 

creativity and artistic integrity are the drivers of production, and recognition and 

reputation are seen as more important than commercial objectives (Fillis, 2006), the 

linear approach to marketing may be considered less suitable.

Bennett and Cooper (1981) in Fillis (2004) criticise the marketing concept for 

being too customer focused and responsible for stifling innovation internally. Fillis 

(2009: 754) warns against applying one model of marketing to every type of 

organisation. He is frustrated that most research pertaining to marketing within the 

arts sphere has focused on the application of prescriptive marketing frameworks, 

namely the conventional marketing mix concept. Colbert (2001) warns that in the 

arts context, the product is more than a simple variable in the marketing mix - it is the 
company’s raison d’etre. Colbert (2007: 9) states ‘the arts industry is product-driven 

but market-sensitive and customer-oriented’. Lehman (2009) translates this as there 

being room for the arts to interact with the customer through marketing to result in 

mutual benefit. The model on the next page suggests that marketing can play a role 

in the non-linear, artistic process of an individual visual artist. According to Lehman, 

his model demonstrates that visual artists don’t necessarily produce for a market, but 

can interact with their audience (including peers, curators and commercial galleries 

as well as art buyers and viewers) using marketing activities to build reputation and 

recognition in their field. The same could be said for theatre practitioners, where 

marketing is directed towards growing reputation. In site specific theatre, the 

interactive approach to performance often helps break down the barriers between 

process and product.

Conway and Whitelock (2007) recognise the tendency for non-for-profit and 

subsidised arts organisations to use marketing for short-term, tactical purposes.

Think of the theatre company or gallery that spends their marketing budget on 

promoting one show or exhibition. Along a similar vein, Thomas et al. (2009: 738) 
warn that the marketing function is often reduced to a sales function. They argue 

that relationship marketing is preferable over this transactional marketing because



building strong relationships with stakeholders other than end users can be 
advantageous.
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Figure 5: A marketing model for the individual artist by Lehman (2009).

Fillis (2004) asserts that current interpretations of marketing have failed to recognise 

the non-linear, flexible, chaotic nature of the marketing environment and contends 
that the key to reaching a creative understanding of effective arts marketing 

management can be found at the marketing/entrepreneurship interface. Fillis calls 

for more meaningful sector specific marketing. He protests that the set rules of 

formal marketing planning and strategy are no longer relevant in many situations, the 

arts environment being one. Fillis (2003: 140) contends that the philosophical clash 

of ‘arts for art’s sake’ versus ‘art for business’ sake’ should not be viewed as an 

inhibitor of arts marketing progress, but rather as a catalyst for creative change.

Fillis looks forward to a ‘mutated type of marketing’ which draws on the strengths of 

both contrasting philosophies and sees opportunity to develop new solutions.

Wilson and Stokes (2004: 219) also speak of the theoretical convergence 

taking place between the marketing and entrepreneurship literatures. They suggest 

that marketing should be seen as a major domain within the entrepreneurship field, 

or vice versa, as they share a range of key concepts such as creativity, innovation, 

idea generation and opportunity identification. Chasten (2000) views marketing’s 

relationship to entrepreneurship as key to the evolution of marketing theory. Shaw 
(2004) explains that when entrepreneurial approaches to marketing are employed, 

organisations are better positioned to identify and exploit market opportunities.
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Marketing is also managed in a more informal and ad hoc way than recommended 

by mainstream marketing texts. Shaw believes that as a result, entrepreneurial 

marketers develop a different range of competencies than those associated with 
mainstream marketing. Fillis (2002: 135) contends that entrepreneurial competencies 

like risk-taking and intuition are key to marketing artistic products. He considers 

conventional marketing models, too formal, linear and step-wise to deal adequately 

with the creative, non-linear arts environment.

2.1.3 Societal Marketing Concepts in Arts Marketing
Hayes and Slater (2002) point out that when Labour came into power in 1997 there 

was a marked change in social policy that emphasized the importance of culture as a 

tool for achieving wider social inclusion. They profess that those initiatives which 

promise to deliver new audiences from traditional non-attending minority groups 

have become the ‘Holy Grail’ for many arts marketers. For example, Audiences 

Northern Ireland’s Test Drive the Arts Nl scheme aims to introduce people to the arts 
by offering them tickets from spare or unsold capacity as a means of developing 

audiences and ticket revenue in the longer term. In its first three years, the scheme 
introduced in excess of 17,000 new customers to 86 arts organisations across the 

region (Audiences Northern Ireland, 2013).
Lee (2005) comments that public funding is justified by citing the ‘civilising’ 

and ‘educational’ values of the arts. However, French sociologist Pierre Bourdieu 

(1993) notes that the likely objectives of artists and arts organisations will be the 

achievement of artistic excellence and peer recognition as opposed to the solution of 

social problems.

The Arts Council of Northern Ireland Corporate Plan (2007-10: 5) highlights 

‘increasing the level of attendance of people living in disadvantaged 

areas...increasing the number of activities targeted at ethnic minority groups, people 

with disabilities and increasing the number of activities in non-traditional settings’ as 

important priorities for the organisation over the three year period. Butler (2000) 

suggests that there are strong societal marketing concepts in arts marketing due to 

an expectation that arts ultimate aim is to contribute to the welfare of society. Butler 

recognises that the imposition of this social role provides challenges for the artistic 

and marketing staff alike and causes conflict. Taking a long-term view, I would 

question the sustainability of this social agenda in the arts. Furthermore, Maitland in
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The more rash our claims to be able to help the homeless, feed the hungry, 

stop people thieving and turn youngsters into responsible (and arts attending) 

adults, the more arts funding is available to us - which encourages us to be 

not altogether honest about our activities in order to keep our arts 

organisations alive. (Maitland, 2002: 5)

2.2 Decline of Public Subsidy for the Arts
McNicholas (2004) notes there has been a move away from government funding of 

the arts in many countries. Colbert et al. (2005) assert that cultural enterprises in all 

sectors now depend on private funding in order to make ends meet. McNicholas 

(2004) highlights the shift towards a business and marketing focus in the arts and the 

growing importance of Corporate Social Responsibility for business. Evrard and 
Colbert (2000) note the arts and arts sponsorship are becoming more business 
management and marketing focused. Mulcahy (2003) claims this increasing 
‘professionalisation’ of the arts and growing number of opportunities for the private 

sector, have prompted the growth of corporate arts sponsorship as a business 
opportunity. Colbert et al. (2005) comment that although some in the arts sector 

have negative perceptions of partnerships between the arts and the private sector, 

others regard these partnerships as indispensable on the grounds that artistic 

production cannot survive on public funding alone. McNicholas (2004) claims that 

the evolution of corporate sponsorship of the arts is delivering mutually beneficial 

relationships and strategic partnerships between business and culture. Hughes 

(2007) warns that before arts groups engage in corporate sponsorship deals, they 

must decide how far they can go before they risk compromising the integrity of their 

organizations. McNicholas (2004) suggests that there has been a general shift in 

arts funding from government to the private sphere and increased interest on the 

part of governments in spreading the load. She refers to ‘a paradigm shift in the way 

business and culture intersect’. Arts & Business Northern Ireland (A&B Nl) is a 

charitable organisation whose role is to develop partnerships between cultural and 

private sectors in the region with the aim of increasing investment for the arts from 

businesses and individuals, while encouraging the exchange of business and
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Thomas et al. (2009: 739) stress that sponsorship is differentiated from 

philanthropic or benevolent transaction by the concept of ‘mutual benefit and 

exchange’, placing a stronger emphasis on reciprocal and commercial objectives. 

They advise that arts organisations must practise marketing-oriented behaviours in 

order to understand and satisfy the sponsor’s commercial priorities and to compete 

successfully with other potential recipients. The challenge for arts organisations is 

achieving long-term sustainable relationships with sponsors. Thomas et al. suggest 

that theatres have always been more aware and reliant on commercial principles 

than other art enterprises because of the importance of ticket sales. In their study, 

theatre companies adapted to the needs of sponsors in terms of adjusting peripheral 

services as opposed to altering artistic choices. Examples of this include, bespoke 

training and education programmes, corporate hospitality, dining and catering 

facilities.

2.3 Audience Development and Customer Retention
Hill et al. (1995) argue that art which does not generate audiences will seldom 

generate revenues, whether from box-office receipts or funding bodies and 

sponsors. The development of audiences is therefore a fundamental responsibility 
of the marketing function. The Scottish Executive’s Response on the Cultural 

Review (2006) noted the importance of marketing to the rate of ‘take up’ of arts and 

cultural activity. Boorsma (2002) and Kolb (1997) agree that the maximization of 

audience numbers and the generation of funds are important marketing objectives in 

the arts sector. It could be assumed that they must also be important concerns for 

the cultural entrepreneur. Hayes and Slater (2002) describe two styles of audience 

development as ‘mainstream’, focusing on existing arts attendees, and ‘missionary’ 

focusing on traditional non-attendees. The literature fails to address whether the art 

entrepreneur is more likely to follow one or other of these strategies or a combination 

of both? Hayes and Slater contend that the driving forces of audience development 

are complex, moral and philosophical arguments, in combination with the market-led 
approach of measuring arts subsidy in economic and social terms. Indeed Hill et al. 

(1995) note that audience development is as much about increasing the range of 
audiences as it is about increasing the size of the audiences and Colbert (2001)
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concurs, stating that encouraging people who are indifferent to the arts into 

becoming arts consumers is an important goal of arts marketing and is central to arts 
entrepreneurship.

Rentschler et al. (2002b) state that since the 1980’s there has been a 

necessary shift in focus from product development to audience development to 

ensure the long-term viability of performing arts organisations. They call for the 

building of ‘enduring’ relationships with existing audiences over short-term marketing 

activities. Marketing is seen as a technique for generating income - the key is 

striking the right balance between finding new audiences and nurturing existing 

ones. Rentschler (2002b: 121) contends that customer retention has become one of 

the most important business tenets in the contemporary environment of increasingly 

intense competition and reduced profits. Also, Wright and Sparks (1999) note that 

there is a growing consensus in all sectors that retaining existing customers and 

generating more business from them may be more profitable than acquiring new 

ones. Rentschler et al. (2002a) recommend that a marketing-oriented management 
is built on relationships rather than transactions. Emphasis is moving from 

transaction focus to a relationship focus with the aim of long-term audience retention.
A study by Galvin (1998) indicates that the implementation of target marketing 

strategies can have a significant impact on the development of a culturally diverse 

audience and can potentially convert single ticket buyers to long-term subscribers. 

Galvin professes that in some cases, the ethnic ratio of an audience for a given play 

was increased by 40 - 50% due to the execution of marketing strategies targeted at 

certain ethnicities. Hill et al. (1995) remind us that education is another approach to 

audience development. By engaging in the long term development of an individual’s 

appreciation of the arts, it is believed an 'audience of tomorrow’ is being created. 

Amidst all this planning for the future, it must be remembered that younger 

audiences should also be considered an audience of today.

2.4 Relationship Marketing
In marketing literature Gronroos (1996) in Rentschler et al. (2001: 124) defines 

relationship marketing as a strategy ‘to identify and establish, maintain and enhance 

relationships with customers and other stakeholders, at a profit, so that the 

objectives of all parties involved are met. This is done by mutual exchange and 
fulfilment of promises.’ Fillis (2002: 132) calls for marketing to be viewed as a long-
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term relationship-building philosophy, as opposed to being transaction-based. 
Relationship marketing in the arts is defined as having the dual focus of catching and 

keeping customers and developing long-term relationships between organisations 

(Rentschler 1999). This concept is as relevant for the commercial art gallery which 

is often dependent on high value transactions from a small group of collectors, as it 

is to the subsidised theatre which relies on box-office sales to repeat visitors.

According to Fillis (2002), entrepreneurial opportunities result from access to 

extended social networks and previous knowledge of markets and customer 

problems. He suggests that relationship marketing is already occurring in the arts 

with the adoption of friend’s associations and various membership schemes. Zorloni 

(2005: 67) discusses how in Italy the visual artist’s validation process is 

characterised by the prevalence of personal network. This is likely to be the case in 

Northern Ireland, given the small size of the local art market and small number of 

galleries. The relatively small theatre community in the region could also fuel the 

need for theatre practitioners to develop a strong network to expedite the 
legitimisation of their work. All this would suggest that in the early stages of their 

careers, there are strong incentives for artists to invest more heavily in the 
accumulation of relational capital, than in the creative project. Zorloni suggests that 

this situation fosters opportunistic behaviour on the part of the artists, who are 
encouraged to concentrate their efforts on building relational capital rather than 

developing their talent. As a young emerging artist myself, I can identify with 

Zorloni’s proposition. I often have to sacrifice time at the easel for time spent liaising 

with the media and hosting exhibitions. In a similar vein, Wilson and Stokes (2004: 

219) argue that new ventures must develop networks of supportive relationships to 

help legitimise the new venture - consider this in terms of a new play or exhibition. 

Legitimacy improves the chances of acquiring all the various resources needed to 

survive and grow. Therefore the likelihood of an entrepreneur marketing 

successfully to key suppliers depends on the level of their venture’s legitimacy, 

which in turn depends on the networks that have been nurtured.
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2.5 The Shift from Service to Experiential Marketing
Hill et al. (1995) reflect on the term ‘artistic product’ recognising that arts 

organisations provide a service not a physical product. Colbert (2003: 36) believes 
that entrepreneurship involves improving customer service as it can readily represent 

a competitive advantage for an organisation working in an overcrowded 

environment. This raises the concept of experiential marketing. Superior customer 

service delivers competitive advantage, encourages repeat visits and customer 

loyalty.

In their book, Pine and Gilmore (1999) extensively develop the idea that 

modern economies are making the transition from the marketing of services to the 

marketing of experiences. Rentschler et al. (2002) state that in the ever more 

competitive world of leisure and tourism, arts organizations will have to compete by 

offering entire experiences, including recreational, social and learning experiences. 

However, Boorsma (2006) contends that arts marketing should focus on the artistic 

experience as the core customer value. Pine and Gilmore (1999) contend that the 
implementation of a more robust arts experience might mean that arts organisations 

would be able to charge more, as people realise the added value of a more complete 
arts experience. Petkus (2004) notes that experiential marketing has become a 

cornerstone of recent advances in retailing, branding and events marketing, but 
there is potential for its application in arts marketing to be extended and enhanced.

In a study of symphony audience segmentation, Garber et al. (2000) found that, 

while the actual symphony performance was an important driver of customer 

satisfaction, it was perceived only as a component of an entire evening's 

entertainment experience.

2.6 Branding
Colbert (2003: 35) describes a brand as a ‘synthesis of product characteristics in the 

mind of the consumer’. Branding offers a shortcut in the processing of information 

and simplifies communications with the target segment. Shroeder (2005: 1292) 

suggests that artists offer exemplary instances of image creation by way of building a 

recognisable look, name, and style - a brand in other words. Colbert (2003) 

positions successful artists as brand managers, actively engaged in developing, 
nurturing, and promoting themselves as recognisable ‘products’ in the competitive 

cultural sphere. Shroeder (2005: 1293) considers successful visual artists as those
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who have their work widely exhibited, bought and collected. He describes them as 
'twin engines of branding knowledge, both as consummate image managers, and as 

managers of their own brand - the artist’. Zorloni (2005: 64) considers an artist’s 

reputation as a key factor in the pricing process. It rests on the information that 

dealers, critics and researchers provide to prospective buyers and is achieved 

through what Zorloni refers to as the ‘branding process’. She advises that the theory 

of brand identity can be applied to the contemporary art industry where an artist 

becomes a brand when his name evokes the characteristics of his work. The notion 

of branding the individual visual artist can also be applied to the branding of the 

actor, the theatre director or the arts organisation as a whole.

2.7 Self-marketing
Self-marketing, linked closely to the concept of self-branding, refers to the various 

activities undertaken by individuals to raise their profile in their chosen field 

(Shepherd, 2005). Leham (2009) refers to the criticisms pertaining to commoditising 
the self and the ethical considerations related to treating an individual as a product. 
He also posits the idea that ‘person as product’ does not sit well in the arts where the 
notion of art being ‘packaged’ is often sneered at. Fillis (2002: 138) attributes 

Salvador Dali’s commercial success to his tremendous ability to self-publicise. Fillis 
suggests that arts marketers should sometimes focus on risk-taking and capitalising 

on ensuing opportunities just as Dali courted controversy with the apparent 

irrationality of his actions. Fillis (2002: 140) points to Andy Warhol as another artist 

who managed to differentiate his artistic message from the crowded marketplace.

By combining his artistic skills with the marketing competencies he had gained 

working in the advertising industry, Warhol generated large amounts of self-publicity.

Lehman (2009) accepts that although the interface between the arts and 

marketing has been explored by some marketing theorists, the ways artists interact 

with their market has been largely unexplored even though artists in the modern 

world are pushed to ‘market’ themselves and ‘sell’ their artistic output (Schroeder, 

2005). Now, artists and arts organisations have a much greater capacity to interact 

with and build lasting relationships with their markets thanks to developments in 
communications technology and on-line social networking. I had been interested to 

learn how artists and arts organisations in Northern Ireland were embracing their 
new-found ability to interact with potential and existing markets. The review of
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literature found no assessment of how individual artists and arts organisations in 
Northern Ireland were differentiating themselves through cultivation of their own 

brand, either purposely or intuitively and what their reactions were to this concept. 

The field research was well placed to fill this research gap.

In Lehman’s (2009) study where she interviewed individual artists, participants 

considered the basic concepts of marketing as significant and relevant to the visual 

arts. Participants in Lehman’s study, accepted that marketing occurred whether 

artists liked it or not. Lehman also raises the concept of outsourcing the marketing 

as an option for the individual artist. For a visual artist the marketing function is often 

outsourced to the dealer or the commercial gallery who represents them. For the 

actor or the theatre director, the marketing function is usually outsourced to the 
agent or the host theatre’s marketing department. Lehman suggests that a useful 

future avenue for research would be to assess if emerging artists, without 

commercial gallery representation are more inclined to self-market in order to move 

up the next level of their arts practice.

2.8 Learning from SMEs

Collinson and Shaw (2001) explain that entrepreneurial activity is often more visible 

in the smaller firm and point to the similarities between the non-linear, more ad hoc 

marketing activities of SMEs and those of arts organisations. Fillis and Rentschler 

(2005) suggest that most SMEs carry out business via informal, unstructured, 

reactive mechanisms and that the more entrepreneurially inclined develop a 

proactive and skilled approach where innovation and identification of opportunities 

give them a competitive edge. Due to the smaller size of the entrepreneurial 

organisation, it tends to be closer to the marketplace. This leads to a keen sense of 

customer needs, wants and demands without the needs for expensive market 

research (Stokes, 1995) in Collinson and Shaw (2001). An informal approach to the 

management of marketing is adopted within the entrepreneurial business, explained 

by a commitment at an organisational level to understanding, anticipating and 

responding to the needs of a constantly changing marketplace.

In contrast to the management of regular marketing which requires careful 

planning ‘informed by market research to guide the selection of target markets and 
the composition of the marketing mix’, the management of entrepreneurial marketing 

is characterised by intuition, informality and speed of decision making (Collinson and
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Shaw, 2001). Thus the competencies associated with entrepreneurial marketing are 
closely linked to the characteristics typically associated with entrepreneurs. Fillis 

(2004) calls for more creative entrepreneurial marketing among arts organisations in 

order to successfully differentiate their businesses in the increasingly competitive 

cultural industries marketplace.

The networking concept mentioned previously is key to the success of 

entrepreneurial SMEs and arts organisations alike. Collinson and Shaw (2001: 764) 

explain that with fewer financial resources and restrictions on the time available to 

engage in market research, entrepreneurial organisations tend to make good use of 

the network of relationships in which they are embedded. Entrepreneurial 

organisations access information about customers from their networks and can use 

this information to improve their pricing structures and tailor their communications 

(O’Donnell and Cummins, 1999).

Shaw (2004) claims entrepreneurial marketing is characterised by 

responsiveness to the environment and an intuitive ability to anticipate changes in 
consumer demands. Consequently building relationships with buyers, suppliers and 

others along the supply chain in the immediate micro-environment has been 
identified as a critical competency for the entrepreneurial marketing manager 

(Carson et al., 1995) in (Shaw, 2004: 195). With the key decision maker in the SME 

being the owner-manager, they will be a dominant influence on the marketing 

competency of the firm. The owner-manager relates to the director of the arts 

organisation or the individual artist.

2.9 Introducing Entrepreneurship Education

Entrepreneurship and education are two such extraordinary opportunities that 

need to be leveraged and interconnected if we are to develop the human capital 

required for building the societies of the future. (World Economic Forum, 2009: 6)

The view that national advantage depends on entrepreneurship is emphasised in 

policy statements, initiatives and programmes around the world, with education seen 

as a key enabler for embedding enterprise across the population (Martin et al.,

2006). Matlay (2001) notes that it has become fashionable to view entrepreneurship 
and entrepreneurship education as the panacea for stagnating economic activity in
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both developed and developing countries. Moreover, he demonstrates how 
entrepreneurship education is also promoted as an effective way to facilitate the 

transition of a growing graduate population from education into work. He recognises 

entrepreneurship education as a high priority item of policy throughout the 

industrially developed and developing world. A report by the Department of Culture, 

Media & Sport (2006) states that creative industries produce almost £1 in every £12 

of the UK’s total GDP and employ almost 2 million people. Recognised as one of the 

fastest growing industry sectors in the UK (Henry, 2007), the author endorses 

appropriate entrepreneurship education for creative industries students as a 

mechanism to support continued growth of this valuable part of the economy.

Research undertaken by the Organisation for Economic Cooperation and 

Development (OECD) and the Global Entrepreneurship Monitor (GEM) shows a 

direct correlation between entrepreneurial activity and economic growth (Hegarty, 
2006). In their 2009 report the World Economic Forum hail Entrepreneurship 

Education as critical for developing entrepreneurial skills, attitudes and behaviours 

that are the basis for economic growth. Matlay (2006) concedes that there is 
growing consensus amongst policy-makers that entrepreneurship education can 
increase both the quality and quantity of graduate entrepreneurs entering the UK 

economy. He suggests that the main premise of this convergence of opinion rests 
on the assumption that the entrepreneurship education curriculum taught in Higher 

Education Institutions can positively influence graduate attitudes towards 

entrepreneurship and equip nascent entrepreneurs with the necessary knowledge 

and skills to start up, manage and develop economically viable businesses.

2.10 The Enterprise Education Policy Background
National strategies to promote enterprise have been a feature of government policy 

for many years in the UK. In 1987 the Enterprise in Higher Education Initiative was 

launched to encourage curriculum change intended to enhance students’ 

commercial awareness and work-related skills (Burns, 2005). Economic 

development agencies generally support Entrepreneurship Education in the 

expectation that an increase in Entrepreneurship Education will lead to an increased 

level of entrepreneurship. Successive governments in the UK have recognised the 
need for a greater investment in nurturing innovation and entrepreneurship 

nationally. The European Commission suggests that Europe needs to foster the
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entrepreneurial drive more by encouraging a greater spirit of enterprise. Education 
was identified as core to meeting this challenge by fostering the right mindset, ‘by 

raising awareness of career opportunities as an entrepreneur or a self-employed 
person, and providing the relevant business skills’ (EC, 2004: 7). The reports and 

initiatives of the European Commission’s Lisbon Strategy also stress the importance 

of promoting a more entrepreneurial culture and call for more systematic approaches 

to entrepreneurship education to help create this culture of enterprise.

2.11 Why Should Creative Industries Students Be Exposed to 

Entrepreneurship Education?
Baines and Robson (2001) argue that enterprise education has particular relevance 

for Higher Education in the creative sector, since people working in this sector are 

‘three times as likely as the working population in general to become self-employed’. 
The DCMS report, Developing Entrepreneurship for the Creative Industries (2006) 

suggests that many creative graduates leave Higher Education with little preparation 
to make the transition to employment. Carey and Naudin (2006) believe that with a 

sector so heavily reliant on freelancers, small business ownership and a steady flow 
of new talent, it is essential for creative graduates to be leaving university with a 

clearer idea of the realities, marketplace and methods of working within this rapidly 

expanding industry.

The DCMS established a task group in 2004 to look at graduate 

entrepreneurship in the creative industries. The task group’s findings demonstrate 

these industries dependency on graduates. 43% of the creative industries workforce 

are university graduates compared with 16% of the workforce as a whole. 

Furthermore 42% of the graduates from the creative disciplines become self- 

employed and 37% of all self-employed graduates are from creative disciplines 

(DCMS, 2006). Despite the statistics, the task group found that there are few 

systematic opportunities for creative industries students or graduates to prepare for 

entrepreneurship.

The Cox Review of Creativity in Business (Cox, 2005: 29) commissioned by 

then UK Chancellor of the Exchequer Gordon Brown, argues that 'those who go on 

to study the creative arts need to appreciate the context in which their skills will be 

applied’ and suggests that Higher Education needs to play a stronger role in 

providing this improved understanding.
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According to Kellet (2006) creative students have ‘natural entrepreneurial 
qualities’ and are often rich in ideas. However, he argues, many do not have an 

understanding of their industry and the ways to ‘penetrate it for profit’ in financial 

terms. Perhaps they do not have the motivation to penetrate it for profit either.

These conflicting values were explored during the field research. This lack of 

knowledge combined with a paucity of the soft skills required for organising and 

delivering a business, means that many graduates from the creative industries 

struggle to take their business ideas forward (Kellet, 2006). The birth of the internet 

has instigated the decline of many middle-men industries. Increasingly musicians 

and visual artists are forsaking record labels and commercial galleries to become 

self-representing. This growing trend places a responsibility on artists to be more 

business and marketing savvy. Recent statistics published by the Arts Council of 

Northern Ireland and the Arts Council of Ireland seem to confirm these assertions. 

Fewer than half of professional artists (45%) in Northern Ireland spend all their 

working time as artists. Many must balance their work as artists with other work, 
either in or outside the arts. 71% say they need to do this to supplement income as 

an artist. Statistics show that they engage in double-jobbing, not out of a desire for a 
portfolio career, but rather to supplement and stabilise their incomes.

56% of artists in Northern Ireland are registered as self-employed in relation 

to their work as artists with a further 4% registered as self-employed (incorporated as 

a company). Strikingly, however, the average mean income of professional Northern 

Ireland artists from their work as artists was just under £7,500 in 2008/2009, (ACNI & 

ACI, 2010, 9). ACNI and ACI statistics show that 57% of Nl artist households find it 

difficult to make ends meet and 12% have great difficulty in making ends meet.

When asked about what factors have held back their career development as artists, 

the most common factor cited was the lack of financial return. Although financial 

reward is unlikely to be motivating these artists, evidence suggests that many artists 

are struggling financially which impedes their artistic practice. The statistics do not, 

however, explain how emerging artists can survive without an income whilst they 

become established. Kelly (2011) points out that for the first few years of their 

careers, many artists do a great deal of unpaid work and makes the case that artists 

themselves are the biggest subsidisers of the arts. He warns though that without an 

income, many have to stop being artists before getting the chance to create great 
work. One of the key aims of entrepreneurship education for creative industries
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financial resources to have not only a comfortable lifestyle, but to fulfil their creative 
and artistic potential.
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2.12 What Exactly Is Entrepreneurship Education?
Jones and English describe Entrepreneurship Education as:

The process of providing individuals with the ability to recognise commercial 

opportunities and the insight, self-esteem, knowledge and skills to act on 

them. It includes instruction in opportunity recognition, commercialising a 

concept, marshalling resources in the face of risk and initiating a business 

venture. It also includes instruction in traditional business disciplines such as 

management, marketing, information systems and finance. (Jones and 
English, 2004: 416)

Arguably, entrepreneurship education is more about facilitating and creating 

opportunities for entrepreneurial learning, than it is about teaching in the traditional 
sense. The Council for Industry and Further Education et al. (2008) contend that 

there is an emerging consensus across Europe that entrepreneurship education 
must stretch beyond a narrow focus on business start-up to equip young people with 

the personal skills, attributes and behaviours that focus on creativity, initiative, self- 

confidence and practical experience. Hansemark (1999) concurs that 

entrepreneurship education must be about more than gaining knowledge and skills in 

business and enterprise. It should be mainly about fostering beliefs, values and 

attitudes with the aim of getting students to ‘positively consider’ entrepreneurship as 

an attractive and real alternative to paid employment or unemployment. Kuratko 

(2005: 277) professes that enterprise education has emerged in different educational 

contexts as a route to develop an entrepreneurial mindset through education and 

learning. Holmgrem (2004) suggests that while traditional education requires the 

transfer of knowledge and skills, entrepreneurship education must change students’ 

attitudes and motivations. Field research uncovered some resistance to the 

enterprise agenda among arts educators, given the historic suspicion of capitalism 

and the prevalence of art for art’s sake and education for education’s sake rhetoric 

among this constituency.
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Jones and English (2004: 417) recommend that entrepreneurial education 

should emphasise imagination, creativity and risk-taking in business. They feel that 

traditional business schools over-emphasise the large established corporation over 
the small start-up venture and nurture the ‘follower and steward over the leader, 

creator and risk-taker’. The World Economic Forum’s (2009) report entitled 

Educating the Next Wave of Entrepreneurs, also stresses that new venture creation 

is different from managing an existing corporate business and consequently the 

content and delivery of entrepreneurship education must be different to standard 

business management courses. The report urges entrepreneurship educators to 

prioritise the development of entrepreneurial attitudes, skills and behaviours and to 

focus on building self-confidence and self-efficacy among students. The HEA and 

NESTA (2007a) suggest that this enterprise capability should be supported by better 

financial capability and economic and business understanding. Entrepreneurship is 

‘not magic, it’s not mysterious, and it has nothing to do with genes. It’s a discipline. 

And like a discipline, it can be learned’ (Drucker, 1985).

2.13 The Varying Approaches to Entrepreneurship Education in Higher 
Education

2.13.1 Discipline Specific Approach
Richardson and Hynes (2008) support GEM (2005) that entrepreneurship education 

is critical to create awareness of and expose the potential for self-employment as a 

career option. However, they believe there is a need to move beyond the provision 

of generic entrepreneurship education programmes so that access across disciplines 

is achieved in a user-friendly and targeted manner. Gibb (2005) concurs, stating that 

graduate entrepreneurship is cultivated most effectively when it is developed in 

relationship to the core subject being studied. Richardson and Hynes (2008) believe 

entrepreneurship education should be viewed as a 'flexible mechanism’ through 

which important knowledge, skills and competencies can be imparted to 

accommodate specific industry needs. The needs of a drama student hoping to 

establish his or her own theatre company after graduating will be different to those of 

a dentistry student wanting to set up his or her own surgery. Entrepreneurship 

education must take account of the divergent journeys between education and 

economic activity for varying disciplines.



60

2.13.2 Interpersonal or Enterprising Skills?
Gibb (2000) warns that under the Enterprise in Higher Education Initiative, there was 

confusion surrounding the development of interpersonal and ‘enterprising skills’. He 

argues that although interpersonal skills can be synonymous with enterprising skills, 

these general skills on their own are not sufficient for developing entrepreneurial 

behaviour. He warns that it is particularly important to ‘clarify notions of the 

relationship between enterprise, entrepreneurship, business skills and personal 

transferable skills in developing an approach to entrepreneurship education’ (Gibb, 

2000: 16).

2.13.3 Experiential Learning and Action-oriented Teaching

Entrepreneurship Education to be effective should be active, allowing 

students to demonstrate their learning through skills attained and attitudes 
developed. (Martin & Laing, 1998: 135)

Holmgrem et al. (2004) call for the entrepreneurial approach to learning to be more 

student-centred and action-oriented. Jones and English (2004) comment that an 

action-oriented teaching style which encourages experiential learning, problem

solving, project-based learning, creativity and is supportive of peer evaluation is 

needed to support the study of entrepreneurship within a university setting. Gibb 

(2000) too argues for a learning approach that immerses students in a process that 

allows them to experience at first hand the entrepreneurial flavour of business. Gibb 

promotes learning and teaching that is organised around solving problems. He 

argues that ‘pedagogy that relies upon case studies and formal analysis techniques 

is not as appropriate as a more problem-based and experiential approach’. David 

Kirby discusses the need for a paradigm shift in business schools, from educating 

‘about’ entrepreneurship to educating 'for it’ (Kirby, 2004). Dailey and Hamilton 

(2000) also believe that entrepreneurs learn through experience. They recommend 

learning through copying, experimenting, problem-solving, opportunity-taking and 

making mistakes. Dailey and Hamilton believe setbacks allow transformative 

learning to occur. Clear parallels appear to exist between these aspirations and the 

reality of the fine art student’s experience in the studio or the drama student’s 
experience of the rehearsal process. It could be deduced that such courses are
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already well positioned to adopt an entrepreneurial approach to learning. 

Furthermore, other disciplines could benefit from these learning styles which are 
often based on communities of practice.

Duchenaut (2001: 142) suggests that entrepreneurship education requires an 

interactive pedagogy, leaving the initiative to the student. Garland and Garland 

(2001: 101) reinforce this point recommending that the transfer of responsibility for 

learning from the instructor to the student is a key aspect of effective 

entrepreneurship training. Richardson and Hynes (2008) state that traditional 

lecture-driven teaching methodologies are not relevant to entrepreneurship courses, 

as they may inhibit the development of entrepreneurial skills and characteristics.

The role of the educationalist moves from the traditional ‘sage on the stage’ to 

becoming a ‘guide on the side’ (Hannon, 2005). Although recognising the merits of 

this style of education, the author is concerned about the challenges it presents in 

terms of assessment within a Higher Education setting. In an environment of risk

taking and mistake-making, measuring students’ short-term entrepreneurial success 
is likely to prove difficult.

2.14 Delivery to Creative Industries Students
Wedgewood in DCMS (2005) advocates the use of specialist teachers to deliver 
enterprise education at HE level. She views employing 'teacher-practitioners’ as 

crucial to ensuring course content and delivery are aligned with real world practice. 

Richardson and Hynes (2008) highlight the importance of linkages between the 

university sector and small firms to improve the quality and relevance of 

entrepreneurship education. Burns (2005) calls for HE and creative industries 

practitioners to be connected in stronger ways and believes that greater interaction 

will maximise mutual benefit.

McKeown et al. (2006) highlight that experiential delivery methods and the 

use of technology are being used to assist learning in entrepreneurship education 

circles. Hegarty and Jones (2008) commend the applied nature of e-learning 

modules used at the University of Ulster, in an attempt to embed entrepreneurship 

within the wider HE curriculum and expand the study of entrepreneurship beyond the 

traditional boundaries of business and management. The modules were placed in a 

WebCT learning environment, designed for self-directed learning and supported by 
two or three face-to-face workshops. This option allowed tutors to customise module
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content with course-specific case studies. Hegarty and Jones believe this 
exemplifies the shifting emphasis from a lecturer-led content oriented, passive 

learning situation to one in which the student is truly involved but Hegarty (2006) 

warns that whilst the WebCT environment can facilitate a comfortable action-learning 

zone, entrepreneurship education needs personalisation and industry engagement. 

Furthermore, the literature recommends work-based practice as essential to the 

effective development of entrepreneurial skills. Hegarty and Jones (2008) go a step 

further by calling for a continuum of provision that supports and continues to develop 

graduates’ skills and behaviours once they leave the formal education system.

The National Council for Graduate Entrepreneurship (2006) suggests that 

alumni represent a rich resource of role models and experience that could greatly 

enhance the entrepreneurship learning experience offered to students. Their report 

advises HE Institutions to look at how to access and harness this resource more 

effectively. Hegarty (2006), however, warns that guest speakers can often be ‘too 

inspirational’ and students miss out on much of the entrepreneurship theory.
Hegarty acknowledges research has proven that entrepreneurship education is 

increasingly valued but it is subjective to learner needs. She points to the benefits in 
working with industry partners to provide enterprise scenarios which are as close to 

real-life situations as possible.

2.15 Creative Enterprise Education: A Special Case?
Entrepreneurship in the creative industries is not just about acquiring technical, 

creative and business skills but it is also about the process of developing appropriate 

social and cultural capital that comes about by being embedded in the networks of 

communities of practice (Raffo et al., 2000). The explicit focus of enterprise 

education should be on the individual and the industry-specific context. Carey and 

Naudin (2006) demonstrate how creative industries are well suited to embedding 

entrepreneurship into courses. In many institutions, lecturers are active practitioners 

and can pass on current industry expertise and know-how, within a creative learning 

environment. Having said that, this is not the situation across the board, particularly 

in more research-focused institutions, with HEA and NESTA (2007a) calling for much 

greater collaboration between academia and industry. However, coursework is often 

project-based and grounded in real-life projects and briefs which can mirror the 

client-practitioner relationship and offer relevant experiential learning
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(Raffo et al., 2000). Entrepreneurial learning in the creative industries appears at its 
most powerful when entrepreneurs are doing and reflecting on doing business within 

their sector contexts.

For many graduates, employment in the creative industries is seen as part of 

learning rather than the ultimate goal. Indeed paid employment can be seen as part 

of portfolio career development and an effective way of financing a start-up or 

gaining business experience and clients. HEA and NESTA (2007a) call for creative 

industries practitioners to be engaged and emerged in the delivery and in the 

process of curriculum enhancement. Entrepreneurship Education in the creative 

industries requires collaboration between academics and creative industries 

professionals.

Raffo et al. (2000) investigate micro and small enterprises in the creative 

industries and findings suggest that entrepreneurs in this sector learn best by being 
able to experiment with ideas, by ‘doing’ and networking with others and by working 

with more experienced mentors in their sector. In short, creative enterprise 
education is a special case. Raffo et al. suggest that a more naturalistic, experiential 

approach to teaching and learning entrepreneurship is required for those in the 
creative industries sectors.

2.16 Challenges in Creative Enterprise Education
HEA and NESTA (2007a) raise concerns that lecturers and students from creative 

industries disciplines can be alienated by how enterprise education is packaged and 

marketed. To minimise the risk of alienation, the HEA and NESTA suggest that 

aspects of enterprise education should be made practically invisible to students, e.g. 

reframing the terminology used. In framing the research questions for field work, I 

was keen to assess if those tasked with delivering creative enterprise education met 

resistance or apathy from students, unable to see its significance. Indeed, creative 

enterprise education may be met with resistance from those expected to deliver it 

also, due to tensions between operational requirements and institutional aspirations. 

Creative students often have difficulty in transferring their ideas into commercial 

business planning due to a lack of experience and understating of the commercial 

world (Kellet, 2006). Students need route-to-market understanding to progress their 

ideas for business. A NESTA report on investment within the creative industries 
corroborates this perspective:
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Creative businesses need to concentrate on commercial skills involving 
meticulous market research, a strong focus on sales and a hunger for 

information and assistance that will help the venture to grow. Without this 
groundwork, excellent qualities such as ambition and entrepreneurialism hang 

rather shabbily from struggling creatives. (NESTA, 2003: 16)

Many markets for creative products and services are highly consolidated and 

controlled by a handful of major gatekeepers who limit access to the distribution 

network. It is often assumed that commercial success arises from creative outputs 

and this has focused support, advice and development on the supply side (HEA & 

NESTA, 2007a). Support aimed at increasing entrepreneurial capacity in the 

creative industries often assumes that access to markets is a given, but in terms of 

entrepreneurship ‘it is often innovation in strategies, processes and business models 

to develop and diversify markets that will deliver greater growth and profitability’

(HEA & NESTA, 2007a: 23).
Carey and Naudin (2006) identify the difficulties in finding a sufficient number 

of people that have a good range of relevant entrepreneurial skills and specialist 
knowledge to act as mentors and lecturers to creative industries students. They 

question whether provision should reside within the business school or in the art and 
design school. Carey and Naudin (2006) advise that arts students need to develop 

their enterprise awareness alongside their practical skills and creativity. The 

literature therefore suggests that entrepreneurship education should be embedded 

as part of the degree pathway from the beginning and not left until final year. The 

field research was used to determine if this was the case in visual art and drama 

courses at Northern Ireland’s Higher Education Institutions.

Evidence indicates that creative enterprise education needs enterprising 

educators (Penaluna et al., 2008) and active practitioners who understand ‘the route- 

to-market stepping stones to be faced in setting up and growing a business’ or 

indeed in becoming a successful artist. Training in emergent pedagogies of creative 

enterprise education teaching is required for educators who clearly understand the 

sector workings and yet need to update their skills in teaching business 

development.

Henry et al. (2005) highlight that the learning needs of entrepreneurs vary at 
different stages of development - awareness, pre start-up, start-up, growth and
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development of an individual or his/her business will impact on the nature of 

entrepreneurial education that might be received.
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2.17 Conclusion
The literature reviewed in Part One of this chapter has highlighted the need for arts 

marketing practitioners to refocus their roles within arts organisations and for 

individual artists to become aware of the benefits to be derived from self-marketing, 

especially at the early stages of their careers. The field research was well placed to 

gather data about how deeply the marketing ethos runs in Northern Ireland’s arts 

organisations and among the region’s individual artists. The field research 

investigated the marketing / entrepreneurship interface in Northern Ireland’s art 

sector with the aim of contributing to theory development in this area.
Part Two of this chapter recognises that entrepreneurship education within 

Higher Education is an important policy item for local, national and international 
governments due to the direct correlation between entrepreneurial activity and 

economic growth. The review of literature cautions that entrepreneurship education 
must be about more than gaining knowledge and skills in business and enterprise. 

Fostering beliefs, values and attitudes with the aim of getting students to positively 

consider entrepreneurship as an attractive and real alternative to paid employment 

or unemployment is of equal importance. The substantive research helped assess 

the prevalence of this ethos in Northern Ireland’s HEIs. An exploration of the 

literature has revealed the need to move beyond the provision of generic 

entrepreneurship education programmes so that access to entrepreneurial education 

across disciplines is achieved in a user-friendly and targeted manner. This is 

particularly relevant to students from creative disciplines who may find the traditional 

start-a-business training alienating and disconnected to their artistic practice. 

Moreover, with people working in the creative sector three times as likely as the 

working population in general to become self-employed, there would appear to be a 

responsibility on Higher Education Institutions to ensure that creative graduates 

leave Higher Education with an understanding of how their industry works and fully 

prepared to make the transition from student to worker - whether that be as a 
freelancer or an employee. Since the 1997 Dearing Report, demand for this kind of 

preparation for life post-university has been heightened. Dearing’s proposal that the
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cost of Higher Education should be shared among those who benefit from it, led to 

the introduction of tuition fees for UK university students. With tuition fees set to 

increase further in coming years, field research was well situated to gauge if 
students were seeking a greater return on investment from third-level education.

The investigation of literature surrounding enterprise education pedagogy 

clearly promoted a student-centred and action-oriented style of learning, based on 

problem-solving and work experience. The literature prompted me to explore the 

need for collaboration between Higher Education Institutions and practitioners from 

the creative industries and to consider the effectiveness of practitioner-led delivery of 

entrepreneurship education. Recommendations around in-career training for 

educators who understand the sector workings but need to update their skills in 

teaching business development helped inform further routes of enquiry during the 

substantive research.
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3. Introduction
As a result of the previous chapters, we now examine the research methodology 

used for this qualitative study. This chapter begins by outlining the main research 

questions, aims and objectives, then provides a discussion of what constitutes a 

focused ethnography in the context of this qualitative research design. An outline of 

the data collection techniques used and sampling methods adopted is followed by an 

insight into the data analysis process. Consideration is given to matters concerning 

reliability and validity, ethics and the study’s limitations.

3.1 Research Questions
The disciplined but extensive literature review featured in Chapters One and Two 
provided the basis on which the research design was constructed. Secondary data 

analysis facilitated the exploration of research assumptions, and helped identify gaps 
in knowledge. The research questions were then devised in response to recognised 

shortcomings within the existing body of literature and had the intention, as Punch 
(2005) suggests, of helping to organise and set boundaries for the study and provide 

a starting point for thinking about what data would be needed. The resultant 

research questions guided decisions about sample population and subsequently 

what data would be collected and analysed. The main research questions of this 

study are:

Research Question One: Do Northern Ireland’s visual arts and theatre 

communities feel part of the creative industries concept and what is current thinking 

around the role of the creative industries in the social and economic development of 
the region?

Research Question Two:
Is the concept of entrepreneurship relevant to the arts and if so, how can enterprise 
development principles best be applied to the commercialisation of artistic talent?
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Research Question Three:
To what extent is a business and marketing focus being adopted by individual artists 

and arts organisations in Northern Ireland and what effect is this having on audience 

development and artistic programming?

Research Question Four:
By examining current opportunities for entrepreneurial learning within Higher 

Education Institutions in Northern Ireland, what are the attitudes from educators, 

students and industry on creative enterprise education and what provisions should 

be made to better equip students from an arts background with the appropriate skills 

to make a contribution to the creative economy?

3.2 Aims and Objectives

The aims were devised to investigate the research questions. As logical extensions 

of the research questions, the aims act as a description of exactly what issues the 
research intends to address. The objectives are active statements about what steps 

need to be taken to answer the research questions. In response to these aims the 

thesis seeks to provide a focused ethnographic account of attitudes towards 
entrepreneurship and enterprise education within Northern Ireland’s visual arts and 

theatre sectors. The main aims and objectives of this study are:

Aim 1:
Investigate the relevance of the creative industries and entrepreneurship 

concepts to the arts sector in Northern Ireland.

Objective 1.1: Locate the arts within the creative industries terminology.

Objective 1.2: Draw conclusions from current thinking on creative enterprise within 

the arts and cultural sectors and seek definitions of entrepreneurship as appropriate 

to them.



Objective 1.3: Investigate and distil the wider linkages between the creative 
industries and topics such as economic and social regeneration, growing of a 

knowledge-based economy and the stimulation of tourism.
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Aim 2:
Produce reliable data surrounding the phenomenon of entrepreneurship in 

Northern Ireland’s visual arts and theatre sectors. Assess to what extent a 

business and marketing focus is being adopted by artists and arts 

organisations in these sectors and what effect this is having on audience 

development and artistic programming.

Objective 2.1: Conduct primary research which investigates the experiences of arts 
entrepreneurs who work as either individual artists, or within arts organisations in 

both the commercial and subsidised sectors.

Objective 2.2: Conduct primary research which investigates the experiences of 

those working in government, academia and economic development that are 

charged with the responsibility of promoting creative enterprise.

Objective 2.3: Analyse the data using predominantly qualitative methods.

Aim 3:
Uncover the current state of and attitudes towards a contextualised enterprise 

curriculum for creative industries students in Higher Education in Northern 

Ireland.

Objective 3.1: Conduct a survey of current enterprise education provision within the 

spheres of visual art and theatre practice at Northern Ireland’s HE establishments.

Objective 3.2: Identify the most appropriate forms of enterprise education to meet 

the needs of creative industries students upon graduation.
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3.3 Methodological Approach
Having introduced and contextualised the overall research questions, aims and 

objectives of this thesis, the remainder of this chapter outlines the methodological 

approach used to facilitate their realisation. According to Bryman (2001: 29) ‘a 

research design provides a framework for the collection and analysis of data’. This 

process includes a decision on the approach (qualitative or quantitative), selection of 

participants, tools for data collection, analysis and ethical considerations.

Quantitative research usually involves collecting and converting data into 

numerical form in order to make statistical calculations and draw conclusions. A 

quantitative approach is best when wanting to compare data in a systematic way and 

make generalisations to the whole population. Quantitative methods measure 

variables and question existing theories or hypotheses. Data collected about these 

variables is often used to generate new hypotheses. Commonly used quantitative 

methods include structured interviews and heavily standardised questionnaires 
where the researcher anticipates all relevant questions. Structured interviews and 
questionnaires are composed of closed questions, which restrict the range of 

responses that can be given. The data produced is either numerical or can be put 

into categories such as ‘yes’ and ‘no’ answers. This helps the researcher to manage 

and quantify responses easily, however these methods limit the ways in which a 
research participant can react to questions and express their opinions. Although 

useful to produce comparable, generalisable data, quantitative methods do not 

provide an understanding of meanings, beliefs and experience. Qualitative research 

on the other hand is used to get close to the research participants and find out the 

ways they think or feel in-depth. Qualitative research gathers descriptive data which 

is not in numerical form. Common qualitative methods for gathering information 

include focus groups and key informant interviews. The dynamic nature of the focus 

group and interview discussion process, engages respondents more actively than is 

possible in a structured questionnaire for example. The opportunity to probe 

respondents face-to-face, allows the researcher to reach beyond initial responses 

and rationales and uncover their views of social reality. The qualitative 

methodological approach used by this study has been devised as the most suitable 
means of addressing the research questions cited previously.
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3.3.1 A Qualitative Study
A qualitative methodological approach builds understanding and depth about the 

phenomenon under investigation, rather than condensing information, as often 
happens in quantitative research (Miller and Brewer, 2003). People’s opinions, 

feelings, ideas and attitudes can seldom be counted and accurately measured but 

rather need to be described in words. Punch (2000) contends that science now 

accepts the authority of empirical data which does not need to be numerical in 

nature. This study was very much interested in ‘how’ questions rather than ‘how 

many’ questions (Silverman, 2010). Hammersley (1992: 164) suggests that the goal 

of qualitative research is to document the world from the point of view of the people 

studied, rather than from the perspective of the researcher.

3.3.2 Focused Ethnography
From a number of qualitative research genres, focused ethnography was chosen as 

the most appropriate approach for an exploratory descriptive study such as this 
which concentrates on the sub-culture of Northern Ireland’s visual arts and theatre 

community in line with the research aims. The goal of ethnography in the words of 
Malinowski (1992: 23) is 'to grasp the native’s point of view...to realise his vision of 

the world’. Although classical ethnography originally studied entire cultures, there is 
widespread agreement, according to Atkinson and Hammersley (1998) and 

Fetterman (2010), that the methodology is suitable for exploring sub-cultures or 

groups of people within complex, pluralistic societies. Focused Ethnography is a 

specialised type of ethnography, which is employed when an explanation of 

behaviour or beliefs pertaining to a specific area is sought, so that their meaning 

among a defined group of individuals might be understood (Morse & Richards, 

2002). As Higginbottom et al. (2013) report, focused ethnographies can be a 

pragmatic and efficient way to capture data on a specific topic of importance. 

Knoblauch (2005) attests they are applicable when there is a desire to explore 

specific cultural perspectives held by sub-groups of people within a context-specific 

and problem-focused framework. Given that this thesis seeks to provide an account 

of attitudes towards entrepreneurship and enterprise education within Northern 

Ireland’s visual arts and theatre sectors, this approach seems well suited. I outline 

on the following page, the particular characteristics of focused ethnographies as 
adapted from Muecke (1994):
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• Conceptual orientation of a single researcher

• Focus on discrete community or organisation or social phenomena

• Involvement of a limited number of participants

• Problem-focused and context-specific

• Participants usually hold specific knowledge

• Episodic observation (may be omitted)

Knoblauch (2005) asserts that although conventional ethnographies may be called 

‘open’ since they define the boundaries of their field in the course of the fieldwork, a 

focused ethnography restricts itself to certain aspects of the field. In a focused 

ethnography, topics of enquiry are pre-selected and interviews are usually structured 

around the issues under investigation (Morse 2007). Knoblauch asserts that 

research participants in these studies often have in-depth knowledge and experience 

of the topics, rather than individuals that the researcher has built a close relationship 
with over time as would be the case in a more orthodox ethnography. The relevance 

of this will be discussed in the next section, 3.3.3.
Spending long periods of time in the field is one of the hallmarks of classical 

ethnography. Wolcott (1995) defines fieldwork as a form of inquiry that necessitates 

a researcher to be immersed personally in the ongoing social activities of a group. 

Knoblacuh (2005) claims that this image of ethnography is shaped by the long-term 

field studies common in anthropology. However, Cruz and Higginbottom (2013) 

acknowledge that orthodox ethnographic approaches may not always be suitable for 

research in diverse professional contexts. Due to the diverse employment patterns 

and working arrangements of those participating in this study, it was not deemed 

feasible or necessary to become embedded in the group’s day-to-day experience or 

to facilitate participant observation (Muecke, 1994). Although sharing the status of 

artist with many of the group under study, I did not become embedded in a gallery or 

theatre and did not participate in the particular practises that constitute the focus of 

this enquiry. Walford (2002: 128) recognises that ethnographers may or may not 

participate in the regular activities of the group under study. The primary reason for 

fieldwork in ethnography is to achieve the emic validity that ethnography promises 

and to understand the host populations from their own systems of meaning. (Host
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populations being a term devised by Whitehead (2005) to refer to the members of 

the cultural system being studied by the ethnographer). As a visual artist who has 

generated economic capital by embracing marketing and business principles, I 
acknowledged my dual role as artist and researcher. By recognising my embodied 

experience as artist and entrepreneur, I made a conscious effort to retain objectivity 

and hold in check any preconceived ideas about the phenomenon under 

investigation.

3.3.3 The Study Sample
Having worked independently as an exhibiting artist, as a marketer for performing 

arts and visual arts organisations and within the arts policy-making and grant-giving 

environment, I had first-hand experience of the Northern Ireland arts world prior to 

commencing this research. Due to the restricted amount of time and resources 

available to conduct the research within the bounds of a PhD project and given the 

limited choice of potential case studies to be investigated in a small place like 
Northern Ireland, I engaged in purposive sampling. Marshall (1996: 523) describes 

purposive sampling as where 'the researcher actively selects the most productive 
sample to answer the research question’. (Crookes & Davies, 1998) assert that this 

type of sampling stems from the fact that participants have specific knowledge or 

experience which is judged to be of interest to the investigation. Based on my 

specialist knowledge and that of my supervisor, I selected those units of the 

population that I felt would yield the samples of greatest interest in terms of building 

theory around art entrepreneurship, and where the phenomenon under investigation 

would most likely occur (Guarte & Barrios, 2006). By actively selecting the most 

productive sample to answer the research question (Marshall, 1996: 553) and by 

selecting contrasting cases, I tried to optimise what could be learned in the period of 

time available for the study.

For the study, a sample pool of individual artists, arts administrators, students, 

beneficiaries of the Creative Industries Innovation Fund and educators was drawn 

from the disciplines of visual arts and theatre. The sample also encompassed 

representatives from arts and economic development agencies and appropriate 

government departments in Northern Ireland. For the purpose of this focused 

ethnographic design, each ethnographic host has been located within one of four 
broad categories.
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• Category 1) Local Visual Arts Professionals: Comprises visual artists who 
live in a mainly grants economy and those who depend on the private sale market. 

Public (non-profit) facilities, and private sector galleries and commercial dealers are 

fundamental to this study.

• Category 2) Local Theatre Professionals: Comprises independent theatre 

production companies that either receive regular public subsidy or work mainly 

commercially receiving stand-alone project grants. Both have similar management 

structures consisting of an artistic director and a few other staff. Each of the 

companies has a board who accept legal and financial responsibilities. Theatres and 

individual artists, i.e. actors, writers and freelance directors are also integral to this 

study.

• Category 3) Higher Education Students and Educators: Fine Art and 
Drama Undergraduates at Queen’s University Belfast (QUB) and the University of 

Ulster (UU) and those responsible for their enterprise education.

• Category 4) Bureaucrats: Comprises Government Departments / Non- 

departmental public bodies and other non-governmental agencies who could 

conceivably develop the economic potential of the creative industries in Northern 

Ireland.

*For a detailed breakdown of the constituencies from which the sample has been 

drawn see Appendix 1.

3.3.4 Sample Generalisability
Although a certain degree of optimality was anticipated from using a purposive 

sampling strategy in this study, it must be recognised that it is difficult to generalise 

the results of this study to represent a wider population due to the sampling strategy 

adopted (Bryman, 2001). It would only be possible to generalise to a larger 

population if I had used a random sample. However, qualitative research generally 

uses non-probability sampling since generalisability is not usually sought and there is
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a preference for information-rich data applicable to a specific population according to 
Higginbottom et al. (2013).

In this instance, the research has been funded by a Northern Ireland 

Programme for Government studentship and as such is geographically framed and 

rooted within the region. Given the small geographic size of Northern Ireland and 

the limited choice of potential case studies, I am confident that this carefully targeted 

sample was well situated to illuminate the issues under analysis (May, 2002). In 

accordance with Yin (1994), I contend that generalisation of results should be made 

to theory and not to populations. Furthermore, O’Reilly (2009: 194) explains that 

ethnographers rarely worry about sampling for representativeness, suggesting that 

this is not what qualitative research is about and that the unique case is often more 

interesting and enlightening than the typical case. Alasuutari (1995: 156-157) 

suggests that ‘generalisability’ is the wrong word to describe what we try to achieve 
in qualitative research, and instead proffers the view that ‘extrapolation’ better 

captures the typical procedure in qualitative research.
Although I recognise that a larger sample would have yielded data with 

greater generalisability, as Walliman (2006) states, this preference had to be 

balanced against the practicalities of the research resources, cost, time and effort.

As it stands, significant patterns and consistencies were identified from the data and 
I am confident that the replication of pattern matching has strengthened results and 

increased confidence in the robustness of the theory produced. Data saturation also 

played a role in dictating the sample size. Participants were recruited until the topics 

had been fully investigated and no new interpretations were generated from 

additional participation (Guest et al., 2006).

Pole and Lampard (2002: 27) assert that a common type of comparison in 

small pieces of social research is a comparison between the behaviour or 

experiences of two or more categories of people. They claim that a good sample 

design requires enough research participants to fall into different groups for 

theoretically important comparisons to be made. The cases identified demonstrate 

there is scope for peer and interdisciplinary comparisons. Individuals were chosen 

as it was felt they could contribute to the achievement of maximum phenomenon 
variation such that the full range and extent of the phenomenon of arts 

entrepreneurship could be presented (Miles & Huberman, 1994).
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3.4 Data Collection

3.4.1 Semi-structured Interviews

You need to mine your subject in order to dig out the ore in the form of data

which you can then interpret and refine into the gold of conclusions.

(Walliman, 2006)

Face-to-face, semi-structured interviews were used as the primary means of data 

collection among visual artists, theatre practitioners, arts administrators, educators 

and representatives from government and non-departmental government bodies. 

Cassell and Symon (2006) note that far from being merely a source of data, 

interviews are dynamic social interactions. Hammersley and Atkinson (2002: 152) 

argue that interviews are structured by the researcher and the participant. Marshall 

and Rossman (1995) describe this type of interview as a conversation with a 
purpose. Flammersley and Atkinson (2002) claim that semi-structured interviews 

allow the researcher to have an agenda or some control over the content of an 
interview and are particularly useful if there are questions or themes which the 

interviewer wishes to pursue. Given the focused ethnographic nature of this study, 

topics identified in the literature were used to structure a list of questions for the 

interviews. Flowever, as distinct from the survey style of structured interviewing, 

there was not a list of response possibilities. Instead open questions were 

formulated so as not to lead the participants towards predefined opinions, but rather 

were worded to promote a discussion that would accurately represent the 

participants own opinions on entrepreneurship and enterprise education.

Questioning schemes were adapted to suit each sample category (see Appendix 2), 

employing a series of standardised open-ended questions.

May (2002) reminds us that in-depth interviews should always ‘leave room to 

discover the unexpected and uncover the unknown’; thus I was mindful that the 

research questions should only help guide the interviews. Semi-structured 

interviews allowed me to gather answers from the perspective of the study 

participants and to probe in order to gain a greater understanding of the context and 

meaning of responses. The interviews held with participants were flexible enough to



77

allow multi-directionality, and on many occasions both interviewer and interviewee 
pursued unforeseen discussions or lines of enquiry.

According to Silverman (2010: 47-48) ethnographers typically ask more open- 

ended questions during discovery phases of their research and more closed-ended 

questions during conformational periods. Spradley (1979) asserts that moving from 

general to specific questioning is a useful tactic which can be complemented by 

probes to gain depth of exploration. I bore this in mind whilst designing the interview 

questioning schemes.

Contact before interviews consisted of initial emails introducing myself, the 

research and requesting participation. The majority of participants responded 

promptly to this initial correspondence, though in some cases where responses were 

lacking, telephone calls were made to secure participation. Further emails and 

exchanges on the telephone typically followed after participation was secured, in 
order to deal with enquiries about the interview procedure and to arrange mutually 

suitable times and venues. Although these interactions were logistical and practical, 
they were often useful for building relationships with participants before meeting.

All fifty-seven interviews were audio-recorded with written permission of the 

participants. Although anonymity was offered to all participants, only two members 

of the sample requested this. Interviews were audio-recorded because it provided a 
full uninterrupted record of what was said, making repeated checking possible and 

ensuring the raw data could be checked against researcher bias (Kvale, 1996). 
Audio-recording interviews provides a more accurate depiction of respondent’s 

testimonies compared to note-taking. I was mindful of the advice of Blaxter et al. 

(2001: 173) who claim that extensive note-taking can be off-putting and a major 

distraction for participants, where writing can make interviewees think they have said 

something significant and not making a note can make them think their comments 

are unimportant.

3.4.2 Focus Groups
The author held a series of focus groups with third-level students at Queen’s 

University and the University of Ulster who were on Drama Undergraduate 

pathways. Pole and Lampard (2002: 133) espouse the benefits of the focus group 

interview in terms of its capacity to relax participants, to allow them to lose their 
inhibitions and hence reveal their opinions, feelings and emotions. Cohen et al.
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(2007) warn that when interviewing young people, the adult researcher must be 
mindful of the power dynamic, where an older researcher may seem to be more 

powerful. Ederand Fingerson (2003) argue that interviewing young people in focus 

groups is one way to reduce this power differential, where the interviewee may feel 

more confident having other people present.

I originally aimed to hold focus groups with small numbers of students from 

different stages of the degree programmes, ideally six to ten per session as 

recommended by Morgan (1998). However, it proved difficult to get students to 

volunteer their time. On my first attempt at convening a focus group at University of 

Ulster, only two drama students attended the scheduled session, which although 

held outside class-time, had been facilitated by one of the drama tutors. Although 

this interaction yielded valuable data, I was keen to access a wider range of 

respondents to gather the spectrum of attitudes and experiences held. Another 
drama tutor at the University of Ulster kindly permitted me to hold a focus group with 

final-year students as part of one of his time-tabled classes. This guaranteed 
student participation, but admittedly the large group of over twenty students meant 

that I had to work extremely hard to engage all members of the group and illicit 
contributions from everyone. A similar problem arose when arranging a focus group 

at the end of a time-tabled final year drama class at Queen’s University. Scheduling 

the focus group as part of these classes, also meant that I was largely limited to 

speaking with students in the final year of their degree programme. This was not 

necessarily a negative, as students were able to reflect on several years of study at 

both Universities.

Some criticise focus groups because dominant respondents can negatively 

affect the outcome of the group and group pressures can influence comments made 

by individuals (Wimmerand Dominick, 1997: 461). Although I encountered dominant 

voices in focus group settings, I found these often sparked new ideas with other 

participants. I also tried my best to encourage a wide selection of students to speak 

through use of verbal and non-verbal cues.

My proposal to hold focus groups with Fine Art students at the University of 

Ulster was rejected by the Fine Art Course Director. I was instead directed to attend 

opening night of the end of year exhibition where I was able to speak briefly to 

graduating students on a one-to-one basis. During my interactions with students, 

research concerns were never far from my consciousness in what Whitehead (2005)
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would have termed natural conversational ethnographic interviews. Although this 
disrupted the methodological continuity somewhat, I did identify consistent patterns 

of opinion from the sample regarding their attitudes towards entrepreneurship 

education. My experience of logistical challenges relating to data collection in a 

qualitative study, illustrates the flexibility and perseverance required when in the 

field.

3.5 The Research Instrument: Reliability and Validity
Fetterman (1989: 13) indicates that although analysis usually follows data collection, 

in ethnographic research analysis and data collection begin simultaneously. He 

views the ethnographer as a ‘human instrument’ who must categorize different types 

of data and analyse the value of taking one route over another at every turn in 

fieldwork. This all occurs before any formalised analysis takes place. Walford (2002: 

2) also highlights the need for reflexivity and self-reflexivity on the part of the 
researcher in order to produce ‘honest’ knowledge. This is of particular significance 

in my case given that I bring to the research my experience as a visual artist 

operating in the private sales market. As a lone observer, I was mindful that findings 
and conclusions about what was said during the research could have been altered 

by my own cultural bias or ignorance. Holistic fallacy is the interpretation of events 

as more congruent than they really are, ignoring outliers in the data (Cooper, 2007: 

9). To guard against the introduction of holistic fallacy, I made myself aware of the 

danger and actively sought out contrasting cases. Knoblauch (2005) presents the 

problem of ethnocentricity for those who conduct an ethnography in their own 

societies. In this instance strangeness is not the problem, rather the important 

methodological task of ethnography ‘at home’ is the ‘bestrangement’ of the familiar. 

Knoblauch asserts that the starting point of social ethnography is contact with a form 

of other. ‘Alterity’ is the term used by anthropology scholars to refer to this 

construction of cultural others (Maranhao, 1998). Knoblauch contends that it is in 

this context that the ethnography can attempt to take the native’s point of view and 

that focused ethnographies may only be conducted under conditions of alterity rather 

than strangeness. Higginbottom et al. (2013) state that focused ethnographies are 
often performed within the researcher’s own working environment, and therefore the 

concept of reflexivity is crucial during interpretation of the data and when drawing 
conclusions.
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Reliability is the extent to which a researcher could repeat the study in the 
same way and get the same results (Perakyla, 2004). Quantitative studies tend to 

be innately more reliable due to the type of techniques used in data collection and 

analysis, where for example respondents are replying to standardised questions in a 

survey. In contrast, qualitative data collection and analysis techniques such as in- 

depth interviews may be perceived as less reliable, due to the researcher having to 

rely on judgements such as how to act toward a respondent or making choices as to 

where to place emphasis during analysis. Stenbacka (2001), however, argues that 

since reliability concerns measurements, it bears little relevance in the judgement of 

qualitative research. However, to improve reliability of data analysis, I asked my 

PhD Supervisor to check a random selection of the interview transcripts separately 

and compare notes with me to ascertain agreement on themes arising. This check

coding according to Miles and Huberman (1994) is a way to assess reliability during 

the data analysis period. Validity is perhaps a greater concern for the qualitative 

researcher. It is concerned with the extent to which the data produced is a true 
reflection of the phenomenon being studied according to Bryman (2001). The 

qualitative interview process allows the researcher to gauge from the beginning that 
what is being explored is the actual phenomenon under investigation. In this study, I 

made it clear to participants that the research was focused on their attitudes and 
experience of entrepreneurship and enterprise education.

3.6 Data Analysis
In this focused ethnography, once the data collection period had started, the process 

involved scrutinising and processing interview and focus group material so that 

patterns and themes could be identified and an overall picture of participants’ 

experience of entrepreneurship and enterprise education could start to be put 

together. Each interview and focus group was transcribed verbatim by myself as 

soon as possible after it occurred. Given that transcription can take three times as 

long as the recording (Miller, 2000), it was a lengthy and at times arduous process. 

The hours of transcribing did, however, result in full transcripts of interviews which I 

was able to refer back to and I feel the study benefited greatly from my immersion in 

the transcription process as it allowed me to become extremely familiar with the 

data. This helped me to gain an overall sense of what was being said and to identify 
recurrent themes at an early stage in the study.
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Pope et al. (2000) in Higginbottom (2013) assert that analysing data from 
focused ethnographies demands that the researcher engages in an iterative, cyclic 

and self-reflective process. They argue that initial interpretations are challenged and 

data is continually revisited to plan for future data collection in order to generate new 

insights into the data. I moved back and forward between data collection and 

analysis to identify patterns and if necessary, modified subsequent interview 

questions for the collection of further data. Kvale (1996) notes that qualitative 

research is a reciprocal process of data collection and data analysis. He believes 

the constant interplay between collection and analysis produces gradual growth of 

understanding. Silverman (2010: 6) contends that data collection, analysis and 

writing are virtually inseparable in qualitative research. Pole and Lampard (2002: 

190) introduce the term ‘processual analysis’ which conveys a sense of continuous 

engagement with the data as they are collected. Where interpretative methods are 

employed such as in-depth interviewing, processual analysis is inevitable, since 

analysis will inform the course of data collection as it progresses.

Analysis is breaking up, separating or disassembling of research materials 
into pieces, parts, elements or units. With facts broken down into 

manageable pieces, the researcher sorts and sifts them, searching for types, 
classes, sequences, processes or wholes. The aim of this process is to 

assemble or reconstruct the data in a meaningful or comprehensible fashion. 

(Jorgensen, 1989: 107)

Fetterman (1989: 92) declares that ethnographers look for patterns of 

thoughts and behaviour and suggests that these patterns are a form of ‘ethnographic 

reliability’. Through the research I looked for patterns of perception and attitudes 

towards entrepreneurship and enterprise education among the sample. Once data 

was transcribed, it was coded and analysed. Coding represents the operation by 

which data is broken down, conceptualised and put back together in new ways. 

Strauss and Corbin (1990) recognise it as the central process by which theories are 

built from data. I used open coding in the first instance to group concepts around 

particular phenomenon in the data, helping to reduce the number of units to be 

worked with. This technique was used to scrutinise data for commonalities, to 

identify emerging patterns and to group together similar comments into narrow
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categories (referred to as codes). Open coding then led to focused coding where 

ideas were explored in more depth and codes were grouped into patterns referred to 

as themes. Codes reflected categories in relation to the specific requirements of the 

research outlined in the aims and objectives but also to reflect emerging or persistent 

concepts that were not anticipated (Appendix 3).
I employed Qualitative Data Analysis Software NVivo 8 to assist in the orderly 

examination of human subjectivity and experience. The screenshot in Figure 6 

demonstrates how NVivo 8 uses multiple screens to allow the user to import the 

interview and focus group transcripts into the system and subsequently categorise 

data, perform searches, compare segments of the data against each other and 

retrieve segments of data quickly. These analytical steps were focused on the 

creation of answers to the study’s research questions. The table in Appendix 4 

demonstrates how codes mapped onto broader themes within the data and how 

these themes relate to the overall research findings.
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A: No, more on an individual basts. I'm Just trying to get a reaction more than anything. You were 
saying how in the early 90s there was that kind of reaction towards marketing as a dodgy area..

A: No, No I don't. I think that has almost gone.

A: Do you think social networking sites have played a role in that?

A2: I don't think so yet. I don't know. We re doing some really mterestng work around developing 
a digital strategy - and obviously every organisation has a facebookpage - a twitter account, is on
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Figure 6: Screenshot from NVivo 8 Project
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The concluding step in the analysis was to present the findings in an objective 
way. Description and direct quotations are the basis of qualitative reporting. 

However, given the sheer quantity of data produced from the fifty-seven semi- 

structured interviews, four focus groups and a series of conversational ethnographic 

interviews, it was neither possible nor desirable to include all data in reportage 

(Patton, 2002). Instead, in Chapter Four findings are discussed in relation to the 

extant literature and supported with citations from the data. These citations are 

mainly presented in a column which runs alongside the discussion, allowing easy 

access to the voice of participants whilst preventing excessive quotations being 

intrusive and interrupting the flow of the discussion for the reader. Quotations were 

selected to be as representative as possible of the majority of respondents. 

Quotations were drawn from most of the respondents to give voice to the greatest 

number of people. Examples of unusual responses have also been included to 

illustrate different points of view and to minimise researcher bias and 
misinterpretation of the data.

Wiseman warns of the potential danger in cutting up interview material and 

organising it into categories as this can potentially destroy the totality of philosophy 
expressed during the interview (Wiseman, 1979: 278). To counteract this problem, 

copies of the complete original transcripts were maintained and referred back to 

periodically during the analysis period. An exemplar transcript is included in 

Appendix 5. This ensured that the context of statements was not lost in the process 

of analysis and that the philosophy of the participant’s experience was protected. In 

addition, a brief synopsis of each interview was created in table format to provide a 

shortcut if details of a particular participant was required. See Appendix 6 for a 

sample of these.

3.7 Consent, Access and Protection
The study was carried out in full compliance with the ethical requirements of Queen’s 

University. Before starting the study, ethical approval was obtained from Queen’s 

University’s School of Languages Literatures and Performing Arts. Those who 

participated in the interviews and focus groups signed a consent form, providing 

written permission to have their interviews audio-recorded (Appendix 7). It was 

made clear that these audio recordings were being used solely for the purposes of 

data collection and validation in line with this study and that actual recordings would
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not be disseminated in the future. Once captured, data was stored digitally and 
securely through a password protected system and only the author had access to 

the recordings. It was made clear to participants that in line with university policy, 
recordings would continue to be stored for a period of five years and would then be 

destroyed. Participants were assured that their confidentiality and anonymity would 

be protected if they so desired. In the instances where anonymity was requested, 

transcripts were anonymised and respondents were given pseudonyms.

3.8 Conclusion
This chapter has provided an overview of the methodological approach to this study 

and the reasons for it, presenting the rationale for adopting a focused ethnographic 

approach. Data collected from semi-structured interviews was complemented with 

data from focus groups and natural conversational ethnographic interviews. Issues 

relating to data analysis, reliability and validity have been discussed together with 

matters regarding sample selection and recruitment of participants. On the whole, 
this methodological design has enabled the collection of data which accurately 

reflects the attitudes and experiences of entrepreneurship and enterprise education 
within Northern Ireland’s visual arts and theatre sectors.
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CHAPTER FOUR: 
DISCUSSION OF FINDINGS

4. Introduction

The study’s research questions as outlined in the previous chapter were developed 

in light of the literature review. These broad research questions framed the research 

design, determined the methodological approach adopted and guided the semi- 

structured interviews and focus groups held with participants. This chapter sets out 

to report and discuss the main findings of the substantive research. As a means of 

presenting this discussion in a manageable and coherent format, the general 

research questions have been sub-divided into more specific sub-questions and the 

data is interpreted to answer these accordingly.

The huge amount of raw data generated in the form of interview and focus- 

group transcripts required organisation in order to open up the texts and expose the 
meanings, ideas and thoughts within. Key concepts were identified from the data 

through a process of careful reading, coding, sifting, sorting and identifying themes.
I grouped similar responses into categories and identified common patterns that 

helped derive meaning from what may have seemed unrelated and diffuse 

responses. Important portions of the text were identified and several words (codes) 

were chosen to mark the data. By dividing the data into segments and attaching 

codes, it became more condensed, systematically comparable and therefore easier 

to interpret. In this way I began to move from the raw transcript data toward 

developing key concepts. As outlined in the previous chapter, open coding lead to 

focused coding where ideas were explored in more depth and codes were grouped 

into patterns referred to as themes. In turn these themes became the building blocks 

of the research findings, and the main concepts and points of emphasis around 

which the ensuing discussion is anchored (Appendix 4). As a preface to the 

discussion around each sub-question, I have provided an overview of how the 

various codes identified in the data map onto the themes which address these sub

questions. The findings are then discussed in relation to the extant literature and 

supported with citations from the data.

The overview of the field of study presented in Chapters One and Two, 

revealed the creative industries as a much contested term. It suggested that
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considerable confusion remains around where the arts sit within the terminology.
Field research sought to clarify understanding of the term specifically among the 

visual arts and theatre community in Northern Ireland. Did these sub-sectors 

genuinely feel part of the creative industries, or were they filled with the suspicions 

and hostility that the literature suggested? This chapter will begin by discussing the 

concerns raised by a wide spectrum of the artists, leaders of arts organisations and 

intermediary support bodies interviewed during the field research, as identified by the 

data analysis process. Their perceptions illuminate key issues that must be 

addressed in order to reach a better understanding of the delicate creative industries 

ecology where the subsidised and commercial arts interact with and nourish other 

high-tech, high-growth industries.

In line with the research questions, the field research also endeavoured to 

uncover attitudes towards entrepreneurship in the arts, given the growing need for 
individuals and organisations to become more self-sustaining in the midst of 

declining public subsidy. The sample’s perceptions of the terms ‘entrepreneur’ and 
‘cultural entrepreneur’ were explored, as was the relevance of these terms to the 

constituencies of non-profit and commercial visual arts and theatre in Northern 
Ireland. Key approaches to financial sustainability among the region’s individual 

artists and arts organisations were examined and examples of the common market, 
product and income diversification strategies being adopted in Northern Ireland’s arts 

sector will be presented in this chapter. The impact of marketing and audience 

development on the sector’s artistic programming is also considered in this 

discussion, which moves from examining the theoretical considerations through to 

the practical manifestations of entrepreneurship in Northern Ireland’s visual arts and 

theatre sectors.

DCMS figures show that 50% of creative industries workers in the UK are self- 

employed yet the literature suggests that the majority of students are leaving 

education unprepared for the realities of self-employment and forging a career in the 

sector. DCMS (2005) attributes this unpreparedness to a shortage of meaningful 

opportunities for entrepreneurial learning within Higher and Further Education.

Keen to assess the situation at a local level, the study’s research questions 

prompted an exploration of the meanings and values attached to entrepreneurship 

education from the perspectives of industry professionals, university teaching staff 
and students engaged in Fine Art and Drama courses in Northern Ireland’s Higher
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Education Institutions. The triangulation of learner, educator and practitioner 
perspectives shines a light on current opportunities for entrepreneurial learning, 

highlights common values and concerns, and provides powerful evidence to inform 

the future development of entrepreneurship education provision for arts students in 

Northern Ireland’s Higher Education Institutions.

In summary, the purpose of the following discussion is to speculate what the 

findings of this study mean and to assess how they fit, reflect, differ and extend 

current knowledge and work conducted in the field. The discussion will also present 

the implications these findings have for policy, research and practice. This chapter is 

selective rather than exhaustive, and focuses on the most salient aspects of the 

research findings with reference to the research questions set out in Chapter Three.
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Sub-question la: Are the visual arts and theatre perceived to be part of Northern 
Ireland’s creative industries?

Predominant Codes Headline Themes

Creative industries potential for growth / 
Criticisms of creative industries term / 
Scalability / Different levels of growth 
potential

Arts sector suspicious of term due to 
historic absence of the arts from the 
creative industries discourse.

Catalyst / Contribution to the economy / 
Tourism

Economic potential of the arts being 
overlooked in creative industries 
discourse.

Arts for arts sake Arts only valued on economic terms.

Alternative to creative industry /
Argument for creative and cultural 
industries

‘Creative and cultural industries’ a more 
inclusive term.

Define creative industries / Feel part of 
creative industries / Non-profit / Social 
impact

Some non-profit organisations do not 
identify with the term ‘industry’.

Creative industries putting the arts in 
danger

Limiting artistic expression to those who 
can be economically productive.

Pressure to seek diversity of funding 
streams

Elements of production and earned 
income.

Creative industries rationale Alignment with term helps arts 
communicate with external stakeholders 
and gatekeepers.

Creative industries suited to cultural or 
economic policy sphere

Opportunities to turn resident skills into 
tradable services.
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4.1 Discussion of Results Relating to Sub-question 1a:

Are the visual arts and theatre perceived to be part of 
Northern Ireland’s creative industries?

In an interview, the Chief Executive of Belfast’s newest arts 

centre reflected back on when the creative industries 

terminology was first introduced by government. She 

highlighted the historic absence of core arts activities from 

the creative industries discourse and discussed the 

frustration that this caused for those working in the arts 

sector in Northern Ireland at the time.1 Her concerns add 

weight to Archer’s (2009) anxieties surrounding the creative 

industries swallowing up the arts and diminishing their 
importance, and Galloway and Dunlop’s (2006) claims that 

the arts are being subsumed within a concept that has no 

cultural content. The majority of those interviewed who 
worked in non-profit visual arts and theatre organisations, felt 

excluded by the government’s skewed focus on creative 

industries sub-sectors which were promising rapid economic 

growth.

So, on the one hand, interviewees were concerned 

that the economic potential of the arts was being overlooked 
within the creative industries discourse.2 The Drama and 

Dance Officer at the Arts Council of Northern Ireland 

acknowledged that although the Arts Council envisaged all 

art forms as being part of the creative industries, DCAL and 

the Department for Employment and Learning (DEL) call for

1 I think I probably share the 
same frustration that everybody 
involved in core arts activity 
feels about this term creative 
industries. Because it has been 
very difficult - it’s extraordinary.
1 remember the first consultation 
around creative industries, 
whenever there was talk about it 
in black and white. And dancers 
and musicians and visual artists 
weren’t mentioned. Traditional 
art forms were absolutely 
nowhere to be seen! So, at one 
point the creative industries 
appeared to be art that makes 
money - art that has a 
commercial avenue - typically in 
web design or graphic design, 
that kind of thing. (Anne 
McReynolds, CEO, The MAC, 
non-profit arts centre)

2 However commercial you want 
something to be, you’ve got to 
acknowledge an awful lot of so- 
called commercial successes 
eventually come out of the 
protected environment of 
subsidised theatre. (David 
Grant, Lecturer in Drama and 
Director of Education, School of 
Creative Arts, QUB)

3... the challenge is to look at 
the subsidised arts, in my case 
the theatre and dance sector, as 
also playing a role in that 
creative industries context - 
even though they are not 
making a profit per se. The 
people who are involved in film 
are the same people who are 
involved in theatre here - from 
writers to costume and make-up 
designers. There is a lot more 
cross-fertilisation happening 
than I think some people are 
aware of. (Gilly Campbell, 
Drama Officer, ACNI)

creative industry businesses to be profit-making ventures. A cross-section of the

sample recognised that the arts not only serve their own autonomous markets, but

through intersectoral relationships have become an important source of content, 
knowledge and skilled labour for the wider creative industries3 reflecting Smith’s 

(2010) assertions about the talent moving backwards and forwards between public 
and private domains at all levels of the
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creative economy in a complex inter-mingling of market and 

non-market arrangements. Individual arts practitioners, 

representatives from non-profit arts organisations and 

support agencies called for the arts sector to better 

demonstrate its capacity to contribute to the creative 

economy. There were calls for increased advocacy from and 

for the arts sector to better promote its value and pivotal role 

in cultural tourism, employment and attracting foreign direct 

investment as part of the wider economy strategy.4

Conversely, some participants were fearful that under 

the creative industries banner, the arts would be repurposed 
and valued primarily for its economic contribution.5 This is 

linked heavily to long-running concerns about government 

placing too much emphasis on instrumental arguments for 
funding the arts and neglecting their inherent value.6 

Although both sets of concerns were dominant within the 

sector, several participants also recognised that the creative 
industries lexicon presents arts practitioners with a valuable 

opportunity to bridge the gap between artistic work and the 

economic need for self-management (Eikhof & Haunschild: 

2006). A number of those interviewed navigated these 

difficulties and tensions by choosing to use the term ‘creative 

and cultural industries’ or treating the words ‘creative’ and 

‘cultural’ as being symbiotic. It was suggested that the term 

‘creative and cultural industries’ captured the cross

fertilisation and synergies between the arts and the wider 

creative industries and could present an opportunity to 

challenge the conventional split between arts and industry.7

A simple graphical representation has been devised, 

based on this dialogue with the arts sector. The metaphor of 

two cog-wheels is used to demonstrate the interconnectivity 

between subsidised arts and the wider creative and cultural 

industries within the creative economy machine. Each cog-

41 think that in terms of the arts 
and the cultural sector within the 
creative industries, we need to 
promote our value within that 
sector. I think as a creative 
industries sector we probably as 
a voice, need to be a louder 
one. (Mary Trainor-Nagele,
CEO Arts & Business Nl)

5.. . we could end up going down 
a road easily where we are 
defined in terms of how many 
hotels beds we fill and how 
many visitors we bring to the 
city and what else they do and 
what they buy... Reflecting on 
society and the major issues of 
personal and private life as we 
live in the twenty-first century - it 
can get overlooked as a 
necessary thing in its own right. 
(Michael Duke, Artistic Director 
at Tinderbox Theatre Company)

6 You look at the framework 
DCAL has for its PSAs. Those 
four areas for arts are social, 
health, education and economic 
- they’re what can be called 
instrumental arguments for 
funding the arts because they’re 
not funding the arts for the arts’ 
value, for its own sake. They’re 
funding it for something that 
comes out of it. (Stephen 
Hadley, CEO, Audiences Nl)

7.. . there is an argument that 
creativity, innovation and 
entrepreneurship and all those 
management buzz words are 
very celebrated within creative 
industries but not in the arts.
And there’s a mismatch there 
and I think those two things can 
be reconciled within the 'cultural 
and creative industries’. Then 
there is a value and a worth 
attached to the performing arts 
in the same way that there is 
value in software development 
and so on. (Steven Hadley, 
CEO, Audiences Nl)
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wheel transmits energy and direction to the other, just as is the case with the 

subsidised arts and the wider creative and cultural industries. Each cog-wheel is 

lined with teeth, reflecting Holden’s ideas on the publicly subsidised cultural sector 

being embedded in the networks that interweave with the creative industries 

(Holden, 2007). As highlighted in the British Council’s 2010 report on the Creative 

Economy, the publicly subsidised arts provide investment in innovation, skills, 

research and physical spaces which the commercial market is unlikely to undertake 

(Newbigin, 2010). Furthermore, one cog-wheel’s teeth can cause others to turn in a 

similar or opposite direction. This metaphor within a metaphor, raises the need to 

explore how the relationship between publicly-funded culture and the creative 

industries functions.

Figure 1: The Creative Economy Machine
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The majority of those interviewed from the non-profit 
arts sector noted their unease at framing what they do as an 

industry. The tensions inherent in the commodification of art, 

be that theatre or visual art were clearly voiced by members 
of the sample.8 Their comments mirrored Harvie’s (2003) 

concerns that industrialisation of the arts would limit artistic 

expression to those who could be economically productive.

Many not-for-profit arts organisations are established to 

serve artistic, educational and community goals not to ‘make 

money’. The field research repeatedly highlighted the 

struggle that many arts organisations face balancing their 

role as a cultural facility in a marketplace economy with their 

role as a public institution which allows expression of creative 

expression through the provision of services (Rentschler,

2008). Having said that, the notion of industry emerged as 
being more challenging for the non-profit visual arts sector 

than the non-profit theatre sector.

In most instances, both commercial and non-profit 

theatre is a ticketed event, where a commercial transaction 
must occur for the audience to consume the art. Although 

sales of artwork is the basis of the commercial art world, 

monetary exchange is usually not present in non-profit visual 

arts organisations where no substantial sales income is 

related to the core activity. Visitors to a non-profit gallery usually enter free of charge 

and view the art on show, without actually purchasing anything. Representatives 

from public galleries explained how this inability to sell products or services in any 
great quantity left them feeling outside of the creative industries bracket.9 

Interviewees called for a sense of production and earned income to justify their place 
in the creative industries.10 Furthermore, an Arts Council of England report which 

explores business models in the visual arts, claims that without a commercial income 

stream to manage, the incentive to develop in-house business and financial skills at 

both strategic and operative levels with visual arts organisations is not present 
(Royce, 2011).

8 I’m not sure if I feel part of the 
creative industries. When you 
say industries it sounds like 
commerce - it sounds like 
business. I suppose as an artist 
I don’t really think about my 
work in those terms. I think 
about the work I want to do and 
then work out how to make 
money from it afterwards. I 
don’t think about it in terms of 
product I can sell. (Des 
Kennedy, Theatre Director)

9 ...because of the nature of 
what it is we exhibit; we’re not in 
a position to sell work. So we 
depend almost 100% on 
funding... If this was a 
commercial gallery, yes, I would 
feel more part of the creative 
industries... As far as this being 
a creative industry - I don’t 
actually see it as that because I 
don’t know that we derive 
income - we don’t derive any 
income from the work that we 
sell. (Glenny Whitley, General 
Manager at OBG, publicly 
funded art gallery)

101 think a creative industry 
must have an element of 
production and it does have 
some element of sales involved, 
otherwise it is just an arts 
organisation. (Pauline Hadaway, 
Director at Belfast Exposed, 
publicly funded photographic 
gallery)
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With the presence of a major income stream in the 

form of box-office sales, theatre practitioners did not appear 

to have the same challenges in conceptualising what they do 

as an industry. This segment of the sample supported 

alignment with the creative industries terminology, perceiving 

that it would help them to communicate with key external 

stakeholders and gatekeepers. Was this desire to embrace

11 I think terminology within the 
arts sector has to change... 
because I think we alienate 
quite a lot of people by our own 
terminology...The word industry 
doesn’t bother me in the 
slightest and I think the more 
terminology that we use that is 
paralleled with business the 
better. (Paul Bosco McEneaney, 
Artistic Director at Cahoots 
Theatre Company)

economic discourse an attempt to accommodate more 

traditional arguments for arts subsidy though, as Flew (2002) 

would suggest? Artistic Director at Cahoots Nl, Paul Bosco 

McEneaney purported that terminology within the arts sector 

had to change as it alienated many people. He professed 

the more arts terminology could be paralleled with the 

business world, the better.11 Artistic Director at Kabosh,

Paula McFetridge showed support for the term and spoke of 

the inevitable need to talk about the arts as a business 

because it helps qualify and quantify the economic and social 

impacts of the arts for those not engaged in them.12 

However, the literature warns of the careful balance that 

must be struck when using business rhetoric to provide better 

lines of communication between the arts and the rest of 

society. If this becomes the arts organisation’s raison d’etre, 

the discourse can become self-defeating (Dees, 2001).

Policy-makers were keen for arts practitioners to take 

advantage of the opportunities that the creative industries

121 think it is inevitable that we 
need to talk about arts as a 
business and to try and find 
ways to qualify and quantify its 
impact for those people not 
engaged in the industry. We 
can then create language where 
we can explain what it is we do 
and the worth of it. I suppose 
the use of the word industry I 
agree with, I’ve always believed 
that we’re an industry, I’ve 
always believed in Unions and 
am a great believer in proper 
pay and best practice and all 
that. (Paula McFetridge, Artistic 
Director at Kabosh Theatre 
Company)

13 The thing we are trying to do,
I suppose, is encourage artists 
to think in terms of how they can 
be part of production and 
creation within the creative 
industries, to see how with 
relatively little adaptation of 
things they are already doing, 
they can derive an income 
stream from that. (Nick 
Livingston, Director of Strategic 
Development at ACNI)

presents for them to use their skills in new ways.13 It could be 

construed that the creative industries discourse presents a 

policy evolution in the arts which demands a higher degree of 

independence and self-reliance from the arts sector. By 

turning resident skills into tradable services that meet needs, 

artists can strengthen their income. Equally, those who were 

cynical of the creative industries terminology, recognised its 

value in promoting the professionalization of the arts.14

14 People like me, who are 
involved in profiling the arts 
either through this space or the 
MAC, it’s important that what 
you are doing is seen to be 
professional in the same way 
other industries are perceived to 
be professional. I suppose I 
can’t exempt myself from being 
included in those terms because 
it is a business the same as 
others... (Hugh Mulholland, 
Proprietor, Third Space Gallery, 
commercial contemporary art 
gallery)
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In summary, the absence of the core arts from the original creative industries 
discourse had left a veil of suspicion shrouding the term for those involved in 

Northern Ireland’s visual arts and theatre sectors. Although those involved in the 

commercial art market felt more comfortable with the term, non-profit visual arts 

organisations in particular felt excluded by the apparent government focus on those 

sub-sectors of the creative industries which promise rapid economic growth. Some 

claimed that the creative industries conversation was overlooking the economic 

potential of the arts and was failing to recognise that the publicly subsidised cultural 

sector is embedded in networks that span the creative industries. There was, 

however, a desire from both sub-sectors of visual arts and theatre to be associated 

with the term as a means of communicating the economic and social impact of the 

arts for those not engaged in them. Policy-makers suggested that creative industries 

could offer the arts opportunities to use their resident skills in new ways as a route to 
greater independence and self-reliance. Creative and cultural industries came to the 

fore as an extension of the term which captured the cross-fertilisation and synergies 
between the arts and the wider creative industries.
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PREDOMINANT CODES HEADLINE THEMES

Contribution to the economy / Non-profit 
/ Social impact

The regenerative power of landmark arts 
venues.

Position of the artist Arts organisations gentrify and cultivate 
an areas reputation and so should 
benefit financially from this role as an 
economic generator.

Use strength of creative industries to 
build region’s international profile.

Creative industries suited to cultural or 
economic policy sphere / DCAL’s 
interpretation of creative industries / 
Innovation

Creative industries as an entrepreneurial 
catalyst for wider creativity and 
innovation.

The knowledge economy The arts as an integral part of the 
knowledge economy.

Business models / Diversification / 
Tourism

The mutually beneficial relationship 
between tourism and the cultural sector.

Business focus / Businesslike 
behaviours / CNF / Entrepreneurial 
capacity in the arts / Financial 
sustainability / Invest Nl /
Programming / Sustainability

The Creative Industries Innovation Fund 
developing sustainable businesses within 
the arts.
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4.2 Discussion of Results Relating to Sub-question 1b:

What is current thinking around the role of the creative 
industries in the social and economic development of 
Northern Ireland?

There was a broad consensus among the sample that the 

creative industries straddle both the economic and cultural 

policy spheres. Intermediary support agencies recognised 

that creative industries ‘create our cultural landscape’ which 
contributes to many aspects of the wider economy.15 An 

educator spoke of the symbiotic relationship between the 

cultural and the economic and warned of the perils of 
separating the two.16 The Arts Council’s Director of Strategic 

Development went a step further. He felt that creative 

industries should not be the sole reserve of cultural and 
economic policy but instead requires much wider support 
from across government departments.17 He championed the 

need for a broad commitment from government to nurture 

circumstances that would encourage the development and 

growth of the creative industries.
Northern Ireland’s two main political parties recognise 

the importance of the arts sector’s ability to be self-sustaining 

but also recognise its potential to impact positively upon 

other industries. Sinn Fein’s culture policy calls for the development of cultural and 

tourist industries in the context of economic regeneration (Sinn Fein, 2001). It 

recognises that the economic potential of the cultural industries has been under

utilised and that opportunities for sectoral development have been neglected in the 

past but that a concerted investment in the arts and cultural sectors could benefit 

rural regeneration and act as a key support to the tourist industry. The Democratic 

Unionist Party (DUP) culture policy also calls for further promotion of cultural tourism 

and vows to assist the arts sector to promote the Northern Ireland brand abroad in 

order to contribute to the economy (DUP, 2010). The DUP policy also encourages 

creativity to develop new opportunities in the economy.

15 There is a recognition that 
creative industries have a 
massive role to play in driving 
this economy forward. You look 
at the make-up of businesses in 
Northern Ireland and the size of 
those organisations... creative 
industries are a massive 
contributor to our economy. 
(Jayne Taggart, CEO at 
Causeway Enterprise Agency)

16 Any regime that thinks their 
economic sphere is going to be 
alright divorced from their 
cultural sphere is on a highway 
to nothing. In fact we may not 
be able to achieve what we 
used to achieve with our 
resources. I think both are 
symbiotic... (Michelle Rusk, 
Lecturer in Design 
Management, UUB)

171 don’t think that you can 
really hive it off into one area or 
another. Particularly with 
something like the creative 
industries that is changing, 
malleable, adaptive. And I don’t 
think it’s very helpful to simply 
say that should purely be the 
reserve of one area over 
another. (Nick Livingston, 
Director of Strategic 
Development at ACNI)
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4.2.1 Regeneration
The literature pointed to the cultural community as being 

important in recruiting new corporations to locate or relocate 

(Florida, 2002). Over the past decade, a series of arts 

centres have been built across Northern Ireland, contributing 

to urban renewal, generating employment, bringing passing 

trade and enhancing the tourism offer in each locale.18 The 

leaders of these organisations pointed to the regenerative 

power of such landmark venues. Their comments resonated 

with the original DCMS Mapping documents in which the 

creative industries were envisaged as a first step in 

regenerating economically depressed towns and cities as 
part of Blair’s New Britain (UNESCO, 2006).19 Despite these 

positive declamations, my field research also brought to the 

surface the tensions and grievances surrounding the use of 
the arts to gentrify and neutralise areas for the benefit of the 

private sector. The owner of a commercial art gallery in 
Belfast’s Cathedral Quarter emphasized that his gallery was 

not benefitting financially from being located in what has 
become known as The Cultural Quarter’; rather it was the 

restaurants and bars that were profiting. Suspicious of using 

culture as a means of regeneration, he suggested that those 

businesses that were benefitting from the area being a 

cultural quarter should invest in the struggling arts 

organisations and festivals that have cultivated the areas 
reputation.20 Another participant drew parallels with Belfast’s 

burgeoning Cathedral Quarter and what happened in 

Dublin’s Temple Bar, where arts practitioners moved into a 

rundown city location and by gentrifying it they priced 
themselves out of the area.21 Their views were echoed by 

the Director of Context Gallery in Derry, who was concerned 

that although the UK City of Culture title was earned based

18 We’re bringing 58% of our 
audience from outside of the 
borough, so that’s additional 
traffic and trade coming in - 
people are going to restaurants 
and spending gas to get here... 
We do deals with local hotels 
and the Council has a Tourism 
Department and we link closely 
with that... Businesses are 
pleased to see that we are 
bringing these spending 
opportunities into the borough. 
(Bernard Clarkson, Theatre 
Manager, Theatre at The Mill, 
Local Authority Venue)

19 This end of the square was 
pretty much a no-go area before 
the theatre was built. What has 
been created here is a neutral 
space critically, but also a 
cultural space where people can 
access culture and the arts.
You can more generally talk 
about the regenerative power of 
a number of landmark venues - 
in Bilbao or Glasgow - but you 
can see it very specifically in 
Armagh in terms of what has 
happened in the last decade.
(Jill McEneaney, Theatre 
Director at Market Place 
Theatre, Local Authority Venue)

20 Here we are in Cathedral 
Quarter, priding itself in being 
the Cultural Quarter. Yet I’m not 
benefiting tremendously from 
this being a thriving night time 
economy with restaurants and 
bars and everything else. The 
people who are making money 
are the landlords and the 
publicans. Then you have arts 
organisations and festivals all 
struggling to get by, and in a 
way there ought to be an 
investment made on part of the 
private sector - those 
businesses who are benefiting 
from this being a Cultural 
Quarter. So I am suspicions of 
people who don’t understand 
the true value of art and culture 
- using culture as a way to... as 
a means of regeneration. (Hugh 
Mulholland, Proprietor, Third 
Space Gallery, commercial 
contemporary art gallery)
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on Derry’s artistic achievements and contribution to cultural 
life, much emphasis was subsequently being placed on how 

the title would benefit the region’s ‘hotels and cafes’ as 

opposed to its artists. There was a strong desire among the 

sample that the arts should also benefit financially from their 

role as an economic generator and not be a reserve of 

‘sweatshop workers’ for the creative economy (Bilton, 2007).

Other nations are adeptly using creative industries to 

build their international image. With recent events in 

Northern Ireland like the MTV European Music Awards, the 

production of films and high profile TV series, and the staging 

of the Turner Prize in Derry in 2013 - Northern Ireland PLC is 

beginning to realise the benefits that an international profile 
can bring to the region. DCAL’s Head of Creative Industries, 

Stephen McGowan emphasised these spill-over impacts and 
pointed to creative entrepreneurs and creative enterprises 

moving beyond the thirteen DCMS creative industries 

categories and impacting on the broader creativity and 

innovation agenda. McGowan proposed that DCAL was 
pushing arts and culture in the creative industries as a 

‘creative or entrepreneurial catalyst’ that could impact not 

only the economy, but also health, social inclusion and the 
environment.22

21 I was talking to someone 
yesterday about the Cathedral 
Quarter. They were making the 
analogy about what happened 
with Temple Bar in Dublin. You 
had this run down area, and 
artists took it over and they 
created just wee galleries, and 
bands were rehearsing. 
Suddenly it created a sub
culture and that sub-culture was 
turfed out and in came the 
businesses. That’s sort of arts 
role - when times are hard - 
they kick in and they do best. 
(Paul Bosco McEneaney,
Artistic Director at Cahoots 
Theatre Company)

22 Even at EU level they are 
recognising that the creative 
industries not only have an 
economic impact but they have 
spill-over impact onto areas like 
cultural tourism, education, like 
health and social inclusion, the 
environment. You have creative 
entrepreneurs and creative 
enterprise moving beyond 
beyond the broad thirteen 
DCMS categories. (Stephen 
McGowan, Head of Creative 
Industries and Innovation at 
DCAL)
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4.2.2 The Knowledge Economy

The literature proposed that there was unease over 
connecting cultural activities with the ‘knowledge economy’ 

where culture is primarily valued for its economic contribution 

(Galloway and Dunlop, 2006). The knowledge economy was 

interpreted by some authors to be about a new economy 

driven by digital technologies (Garnham, 2005) and 

(O’Connor, 2007). I was keen to uncover the understanding 

of this term within the Northern Ireland arts sector. How 

would the sector feel about being heralded as part of this 

new economy?

it’s more PR spin. You 
could go back to the linen 
industry - that was a 
knowledge-based economy - 
the shipyard industry or before 
that, an agricultural industry. 
That was a knowledge-based 
economy. What do you want 
me to do with that? It’s just 
another label that somebody 
has come up with - just a new 
combination of words that 
somebody has come up with for 
something - if it suits the 
politicians and it suits people to 
get engaged with us then it’s 
fine. I have no problem with it 
but don’t ask me to believe that 
it is the next commandment. 
(Dan Gordon, Actor)

From speaking to individual practitioners and arts 
leaders, I discovered a mixed reaction to the term.23 

Admittedly, most accepted the term and were keen to 
demonstrate where the sub-sectors of the visual arts and 

theatre fitted in. Some justified their place in the knowledge 
economy by profiling the arts as repositories of specialist 
knowledge.24 Others saw value in the arts’ ability to 
distribute, transfer and communicate knowledge.25 The 

Director of a Photographic Gallery though, questioned the 

notion that knowledge in itself had an economic value. She 

and other members of the sample concluded that the 

knowledge economy involved the production of commodities 

which required research, development and the input of 
knowledge to bring about improvements.26 The arts were 

highlighted as a research-led part of the creative industries 

which produce knowledge and ultimately growth. Perhaps 

Florida (2002) put it succinctly when he described creativity 

as the decisive source of competitive advantage.

24 For me, visual arts compared 
with other sectors, is very much 
a research-based activity. For 
researchers, knowledge is at the 
core of what they do. (Theo 
Simms, Director at Context 
Gallery, non-profit art gallery)

251 don’t know that I’ve come 
across the term, I certainly 
haven’t used that term... I think 
the skills that artists have - if 
you take a relatively ancient 
form like theatre - the ability to 
encapsulate and communicate 
in story form or narrative or a 
synopsis to catch people’s 
attention and communicate 
information before they have 
even noticed it has been 
communicated is a useful skill. 
(Mike Duke, Artistic Director at 
Tinderbox Theatre Company)

26... the knowledge economy is 
not just selling knowledge, it’s 
using knowledge and expertise 
to improve your ability to make 
things better. (Pauline 
Fladaway, Director at Belfast 
Exposed, publicly funded 
photographic gallery)
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4.2.3 A Focus on Tourism
During interviews with visual arts and theatre practitioners, 

arts leaders and support agencies, much dialogue centred on 
the mutually beneficial relationship between tourism and the 

cultural sector. On the one hand, Northern Ireland’s cultural 

sector was viewed as an integral part of the tourist package 
which is attracting visitors to the region.27 Equally, the 

growing tourist market was credited with creating new 

opportunities for the region’s arts practitioners to diversify 

their income streams,28 by developing new products 

appropriate for the tourist market or simply taking advantage 
of this new audience segment.29 The Arts Council of 

Northern Ireland had been working closely with the Northern 

Ireland Tourist Board on the concept of cultural tourism, as 

part of the new Tourism Strategy for Northern Ireland to 
2020. Both organisations had appointed Cultural Tourism 

Officers. The Arts Council’s Director of Strategic 
Development highlighted that Belfast City Council (BCC) was 

also recognising the importance of culture in marketing the 
city and had been promoting Belfast as 'a city of music and 

festivals’. He spoke of the ACNI and BCC meeting to 

discuss how they could work collectively to promote the 

cultural attractions of Belfast and ‘the value of the arts within 

it’.

The sample also drew attention to a recent 

promotional campaign run in New York by Tourism Ireland. 

The campaign was based on the region’s cultural offer and 

what visitors to Northern Ireland could expect to find and 

discover here. It was also linked to Titanic and Northern 

Ireland’s historic achievements. Visitors to Grand Central 

Station in New York were regaled over a period of a week to 

live music and theatre events. Many of the Arts Council’s 

funded clients took part in the event which according to

During Festival we have six 
hundred people who travel into 
Northern Ireland to perform on 
our stages. While they are 
here, what do you think they are 
doing? They are in 80 or 90 
quid a night hotels. They are 
spending... they are buying 
things as mementos and going 
into shops when they are not on 
stage at night and exploring the 
region. So, that’s a lot of people 
and the bed nights associated 
with those people alone are 
about sixteen or seventeen 
hundred over the space of 
sixteen days and the visiting 
audience is about... 8.5% of our 
audience comes in from out of 
state. So out of 45,000 ticket 
sales, that’s about 4,000 or so 
not to be sniffed at. (Graeme 
Farrow, Director, Belfast 
Festival at Queen's)

28 Kabosh has been 
commissioned directly by the 
Tourist Board to write and 
develop plays for a tourism 
product. They have significantly 
diversified their income - not 
significantly enhanced it - but 
being totally funded or 
commissioned through a body 
which isn’t the Arts Council is 
pretty impressive. (Gilly 
Campbell, Drama Officer at 
ACNI)

29 The opportunities for different 
kinds of business models have 
not been here or been in 
decline. Tourism is a good 
example. We did a survey on 
our three-year strategy - how 
well are we doing, what are the 
issues. One of the most 
important issues they wanted us 
to engage with was tourism - as 
we have been doing. I think 
that’s a very good example of a 
market that was never there 
before, we had the troubles here 
before tourism kicked off, we 
never really had tourism unlike 
in the south. A new market is 
there. (Joe Kelly, Director of 
Craft Nl)
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Livingston, ‘was very well received by visitors to New York and by the Civic 

authorities’. Livingston believed that the presence of both DCAL and Department of 

Enterprise Trade and Investment (DETI) Ministers in New York demonstrated that 

this promotional exercise did not merely represent good intent, but signified that 

there was a strong business purpose behind it. Cultural tourism is just one example 

of the complex linkages and spill-overs between the core creative industries and the 

wider economy (Smith, 2010).
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4.2.4 Focus on the Creative Industries Innovation Fund
DCAL secured funding for a pilot Creative Industries 

Innovation Fund (CNF) for the period 2008-11. The fund was 

administered by the Arts Council of Northern Ireland and 

supported private business and sectoral development 

projects. DCAL has committed a further £4m to deliver a 

refocused Creative Industries Innovation Fund (CNF 2) 

between 2011 and 2015, which is providing support for the 

innovative development of commercially viable content, 

products, services and experiences capable of competing in 

global markets. The fund mirrors similar interventions across 

the UK. Arts Council England’s Creative Industry Finance 

Programme provides practical advice and support in the form 

of business development loans for creative entrepreneurs 

wishing to develop and grow their businesses as viable 

commercial enterprises. Creative Scotland’s Cultural 

Economy Programme aims to develop the cultural economy 

by building long-term organizational resilience and financial 

sustainability of the cultural and creative sector through its 

Sustainable Development and Digital Development funds.

Creative Industries Officer at the ACNI reflected on the

JU... five million pounds over 
three years to push funding into 
creative businesses for the first 
time, and we are concentrating 
on thirteen sub-sectors. We 
have the traditional art forms 
such as visual arts etc... But 
also the relatively new part - 
digital content. CIIF was set up 
to ensure that creative 
businesses could take the next 
steps to be sustainable 
businesses from a commercial 
point of view, to grow that 
sector, to create new 
employment, create new jobs. 
(David McConnell, CIIF Officer 
at ACNI)

31 I think it was right that we 
placed CIIF with the Arts 
Council, given their networks 
and their constituency. For 
example CIIF could have been 
run through Invest Nl or 
whatever, but being within the 
Arts Council, that gave a clear 
message that it was to try to 
encourage the broader artistic 
community to look about how 
they could develop the 
opportunity and capacity to 
develop those skills which I 
think are needed. (Stephen 
McGowan, Head of Creative 
Industries and Innovation at 
DCAL)

purpose of the first Creative Industries Innovation Fund.30 In 

recognition of the debate around whether the creative 

industries belong more to the cultural or the economic policy 

sphere, the field research sought to establish the rationale 

behind distributing the CIIF through the Arts Council and not 

Invest Northern Ireland. DCAL’s Head of Creative Industries 

explained that the decision was made to encourage the 

broader artistic community to embrace opportunities 

presented by the fund and to develop the skills needed to 

develop sustainable businesses.31 All recipients of the

32 The way the funding was 
developed and the application 
process was very commercially- 
driven in terms of the types of 
questions it asked. It was a 
different process for us and one 
that we haven’t been through 
previously. It was a different 
way of funding. We're set up as 
a not-for-profit organisation and 
though we’re a limited company, 
we have charitable status. The 
Live Ads project was our first 
sort of semi-commercial 
venture. (Louise Rossington, 
General Manager, Big Telly 
Theatre Company)

funding interviewed during field research were acutely aware of the need to deliver a

commercially viable project. There was a clear understanding among them that the 

fund was established to deliver economic outputs. This complemented NESTA’s
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(2007) call for a change from a paradigm in which support for 

the creative industries is interpreted in terms of subsidies and 

grants, to one where it is understood in terms of investment 

with important economic and cultural paybacks. CNF was a 

new model of assistance for the arts in Northern Ireland. It 

presented challenges, particularly for non-profit arts 

organisations, compelling them to consider commercial

In the two rounds of funding, 
there wasn't shy of six hundred 
applications. There definitely 
wasn’t huge numbers of visual 
arts applicants... reasons behind 
that I don’t know... no 
particular... it wasn’t like the 
sector didn’t know about it. I 
think it’s more to do with how 
they see themselves. (David 
McConnell, CNF Officer at 
ACNI)

activities for the first time in some instances.32

The Arts Council's CNF Officer pointed to a lack of 

applications from individual visual arts and theatre 

practitioners and felt this could be attributable to a lack of

34 Is the activity of making art 
about making money? Or is it 
about something else. I like to 
think it’s about something else - 
something a little higher than 
that. (Rita Duffy, Visual Artist)

commercial motivation and artist’s established self

perception.33 Although there are no statistics available to 

corroborate this assessment, some of the non-profit arts 

organisations and individual arts practitioners felt that the 
fund was not suitable for them. Perhaps their perceived 

ineligibility reinforced feelings of falling outside the creative 
industries banner further.34 However, this new approach to 

funding was an important catalyst to help the arts sector grow 

and to become more self-reliant, in preparation for leaner 

times ahead when public largesse is likely to decline. It also 

mirrors the general shift towards a more commercial 

approach to arts funding (Dees, 2001) and answers Smith’s 

(2010) call for the setting aside of public money in the form of 

cultural entrepreneurship funds to enable experimentation to 

take place.

One visual artist viewed the fund as a means of

35 CNF had core objectives and 
that was about capacity 
building. We wouldn’t say that 
CNF will save the Northern 
Ireland economy - it won't at the 
moment but what we do say is 
that it will provide the 
opportunity, skills and 
experience to build capacity - to 
build this momentum for the 
sector. (Stephen McGowan, 
Head of Creative Industries and 
Innovation at DCAL)

361 got the funding from CNF to 
employ a Development Officer. 
He has elevated my capacity to 
do more - almost doubled what 
I can do. That is a fantastic 
achievement. I would 
recommend the Arts Council to 
look at my model very closely 
and what it has enabled me to 
do and hopefully what it will 
enable me to do in the next 
couple of years. (Martin Lynch, 
Founder of GBL, Commercial 
Theatre Company)

strengthening the small businesses within the sector to help the arts achieve the 

critical mass that would allow them to have a voice in the economy. DCAL 

envisaged the fund as having a catalytic impact which would build capacity and 
momentum for the sector in the future.35 This vision was endorsed by a commercial 

theatre producer who had received Creative Industries Innovation Funding to cover 

the costs of employing a Development Officer. He testified that the funding had 

elevated his organisation’s
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capacity to do more and would continue to do so in the 
future.36 The research was keen to learn if going forward, 

existing grant schemes would be refocused and reconfigured 

to mirror Clip’s commercial drive. When questioned if the 

Support for Individual Artist’s Programme (SIAP) and the 

Annual Support for Organisations Programme (ASOP) would 

be realigned, the Arts Council’s Director of Strategic 

Development claimed that CNF was a dedicated intervention 

expressly focused on enterprise. He explained to me that 

other grants like SIAP and ASOP have wider objectives 

which are flexible enough to meet a variety of needs from 

funded clients who are at different 

career stages and that it would be regrettable to narrow 
these down to reiterate the principles of CNF.37 Livingston’s 

concerns echo those raised in the literature about placing 
arts policy and funding in an economic paradigm and using 

the bottom line argument to argue the merits of arts activity 

(Caust, 2003).
Practitioners and arts leaders, however, made their 

discontent around the current funding systems apparent. 

Several participants referred to the case of a dynamic young 

Belfast theatre company, Red Lemon, who had ceased 

operations due to a lack of Arts Council funding. Several 

members of the sample pointed to longer established theatre 

companies who were living off their past reputations to 

secure Arts Council funding. These commentators felt that it 

would serve the theatre community better as a whole, if a 

portion of the subsidy given to more established companies 

was given to younger theatre companies who were producing 
quality work but struggling financially.38 There was a general 

mood among the sample which suggested that public funding 

should not be pursued indefinitely by artists and arts 
organisations.39 Instead it was suggested that an

37 The point of readiness an 
artist needs to reach in terms of 
a new enterprise, that isn’t going 
to happen in your first or second 
year out of college for example. 
You may want in that career 
formation stage to avail of a 
travel grant - go abroad and 
work for a while. If we had so 
constrained the criteria for SIAP 
that you wouldn’t be able to 
apply for a travel grant for 
example, then that wouldn’t be 
particularly helpful. In a way, 
while there are programmes like 
GIF you worry less about that 
because they are expressly 
focused on enterprise and 
bringing ideas to market and 
creating web presence and 
selling online. (Nick Livingston, 
Director of Strategic 
Development at ACNI)

38 There are companies that 
would have been fantastic ten 
years ago and now they have 
got to the point where they are 
still relying on the reputation and 
the Arts Council is still looking 
back. You need to look at now! 
... I think if the Arts Council had 
taken a portion of what a much 
bigger company has... Just a 
small portion and given it to Red 
Lemon - they could have done 
some quite interesting work. 
(Patsy Hughes, Theatre 
Director)

39 You see artists who for 
twenty, thirty years keep getting 
grants. I think at that point you 
have failed, when you’re not 
engaging with the public. 
Because there is nothing people 
won’t buy any more, I think that 
has been proved. (Dickon Hall, 
Proprietor of Dickon Hall 
Gallery, commercial art gallery)
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entrepreneurial approach to public funding should be 
adopted whereby subsidy is regarded as venture capital and 

your reliance on it decreases exponentially the longer you 

are in business. This would perhaps encourage a more 
entrepreneurial approach within the arts sector.40

To summarise, although the regenerative power of 

landmark arts venues was highlighted by a cross-section of 

the sample, tensions surrounding the use of arts to gentrify 

and neutralise areas for the benefit of the private sector with

40 Ideally it should be, “you gave 
me that last year and I invested 
it and was entrepreneurial with it 
and I did quite well, so I only 
need 90% this year”. This frees 
up the funder to invest the 10% 
in a new business. Within that 
entrepreneurial model, the 
sector grows exponentially and 
eventually, a rising tide lifts all 
boats if you like to quote JFK... 
(Steven Hadley, CEO, 
Audiences Nl)

little pay-back emerged. The need for a mutually beneficial relationship between the 

arts and urban renewal became apparent in the course of interviews with 

representatives from arts organisations. Northern Ireland’s main political parties 

support the use of the creative industries to build Northern Ireland’s image on the 

world stage and there was widespread recognition of the reciprocal benefits between 

tourism and the cultural sector. DCAL views the creative industries as a catalyst to
spur innovation across the portfolio of government. The sample identified the 

creative industries ability to deliver competitive advantage as justification for its 
central role in the knowledge economy. The introduction of the Creative Industries 

Innovation Fund as a means of encouraging the broader artistic community to 

develop sustainable enterprises symbolises a new economic rationalism in public 

policy but raises questions about placing arts policy and funding in an economic 

paradigm. Support for the creative industries must be understood in terms of 

investment which has economic and cultural paybacks.
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Sub-question 2a: Is an entrepreneurial approach needed in the arts?

PREDOMINANT CODES HEADLINE THEMES

Financial sustainability Robust arts sector dependent on viability 
and sustainability of organisations and 
individual practices.

Enterprise and artistic vision go hand in 
hand

Appetite for businesslike approaches in 
both commercial and non-profit arts.

Sectoral development needs Portfolio working.

Financial sustainability / Impact of the 
weakening economy / Need for 
entrepreneurial self-reliance / Position 
of the artist / Pressure to seek diversity 
of funding streams / Sectoral 
development needs

Pluralistic models of arts support 
required in competitive funding 
environment.

Support agencies encouraging artistic 
enterprises to explore alternative sources 
of funding and earned income.

Pressure to seek diversity of funding 
streams

Funders favour clients who can operate 
viable business outside core funding.

Diversification / Artistic Directors 
responsibility / Creative industries 
worker characteristics / Entrepreneurial 
responsibility / Entrepreneurial capacity 
in the arts / Leadership / Motivation / 
Sectoral development needs

Arts practitioners not focused on 
business side of their potential. Self
perceptions have lead to a preference for 
subsidy.

Anti-arts administration / Criticisms of 
funding structures / Entrepreneurial 
funding - venture capital / Need for 
changing business models / Sectoral 
development needs / Subsidy

An entrepreneurial approach to arts 
subsidy called for.
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4.3 Discussion of Results Relating to Sub-question 2a:

Is an entrepreneurial approach needed in the arts?
The concept of entrepreneurship appears to bridge the 

previous aspects of enquiry. Northern Ireland’s visual arts 

and theatre sectors consist of numerous small to medium

sized enterprises, organisations and sole artistic practices. 

The development of a robust arts sector depends on 

strengthening the viability and sustainability of these 

entities.41 Both sectors recognised that they must find a

So I think with any degree of 
realism - I can’t think of any art 
form where a real astute 
business head is not required 
just to persist as an artist. 
(Carole-Anne Upton, Professor 
of Theatre Studies at UUM)

42 In the capitalist society we live 
in... whatever they [artists] 
produce, it is seen as a 
commodity and so it’s important 
that artists grasp those sorts of 
principles as a way of putting 
bread on the table. (Brendan 
O’Neill, Studio Administrator at 
Queen Street Studios)

means of linking their artistic creations to markets and 

consumers to become commercially viable, paralleling 

Bathurst’s (2007) call for a fine balance between artistic

43 An actor is a business person 
from the get go - the day they 
step out of drama school. 
(Maggie Martin, Actor)

ideals and business requirements.42

The creative and cultural industries sit at the 

crossroads between being a subsidy-dependent sector and 
being an industrial sector. The field research revealed that in 

both the commercial and non-profit arts, there was a 
widespread desire to adopt businesslike approaches in

441 think a dose of reality is 
needed in order for you to do 
your craft and not just do it in 
the evenings, in your margins 
and work in Tesco the rest of 
the time to finance it. You 
might need to be a bit more 
business savvy. (Sarah 
Graham, Creative & Cultural 
Skills, Nl Manager)

pursuit of the economic viability that would allow these 
cultural endeavours to become sustainable.43 We have 

already examined how the presence of the Creative 

Industries Innovation Fund had encouraged non-profit arts 

organisations like Big Telly to consider a semi-commercial 

venture for the first time. The desire to adopt businesslike 

approaches within the arts in Northern Ireland could, 

therefore, in part be correlated to the existence of this

45 At the minute we’re fighting to 
try and survive in the arts 
because in the next four to five 
weeks we'll find out if we have 
jobs. As the cuts have been 
passed down we’ve been told to 
expect between 5 and 25% 
cuts. So for organisations who 
are particularly good at surviving 
in small margins - 25% cuts 
would be catastrophic. (Mike 
Duke, Artistic Director at 
Tinderbox Theatre Company)

entrepreneurial fund. This chimes with Knell’s (2007) assertion that arts companies 

are only able to extricate themselves from serial project funding and chronic 

capitalisation if they can be persuaded to reject the non-commercial logic inherent in 

the charitable mindset. However, a strong relationship between this drive for self

reliance and the region’s volatile funding environment was also identified. Support 

agency representatives called for individual arts practitioners to engage further with 
the economic realities of their artistic practice and become more self-reliant.44
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Martin Smith’s (2010) report on Arts Funding in a Cooler 

Climate asserts that organisations that flourish through 

austerity will be those that can develop more entrepreneurial 

cultures which reduce dependence on grants and seize 

control of their destiny.

The field research proved to be extremely timely. In 

October 2010, The UK Government was announcing the 
most severe budget cuts in history.45 At this time, the Arts

46 We get our core funding from 
the Arts Council - and all arts 
organisations have been told to 
seriously think if they get their 
funding cut next year - how they 
will deal with that. It’s very, very 
tough. Every arts organisation 
that is heavily funded will be 
hanging from their nails at the 
moment, until we get through 
this next funding round.
(Glenny Whitley, General 
Manager at OBG, publicly 
funded art gallery)

Council had told its clients to expect cuts of between 5 and 

25% and to consider how they would operate if such 
conditions came to fruition.46 Sadly, the publicly funded 

Ormeau Baths Gallery was forced to close down shortly after 

the study’s interview with its Manager. These circumstances 

bring the need for financial sustainability into sharp focus and 
highlight the over-dependence that many arts organisations 

in Northern Ireland have developed on Arts Council funding.

The field research demonstrated that the threat of 
declining public funding was compelling support agencies to 

encourage arts practitioners and arts organisations to 
consider alternative ways of generating and diversifying 
income streams as a means of sustaining the sector.47 This 

echoed Mulcachy’s (2000) and Dewey’s (2004) interest in 

pluralistic models of arts support. The Arts Council’s Director 

of Strategic Development called upon practitioners and arts 

organisations to explore opportunities to work collaboratively 

with enterprises that sit outside the arts. He implored 

practitioners and arts organisations to consider how their 

work could align with and fulfil extant needs in the macro

environment, as a means of securing alternative sources of 

funding. Members of the sample believed that funders would 

favour those arts organisations that could demonstrate an 
ability to run as a viable business, outside of core funding.48

47 We have already seen 
through the Spending Review 
how funding in the Exchequer is 
set to fall in the next four years. 
That will work its way through 
each of the twelve spending 
departments, of which DCAL is 
but one... In those 
circumstances, responsibly you 
can only do one of two things. 
You can support the artists and 
the arts organisations as best 
you can within the limited 
resources that you have, given 
that your hands are tied. Or you 
can try and encourage them to 
be somewhat more diverse in 
their thinking, so that the artists 
or arts organisations can start 
thinking about alternative ways 
in which they can generate 
income. A good way to do that 
in my view, is to develop them 
to dip their toes in the water in 
terms of potential collaborations 
and enterprises. (Nick 
Livingston, Director of Strategic 
Development at ACNI)

48... if the Arts Council stopped 
funding us for projects tomorrow 
morning - we would still exist as 
a company because we have 
projects that run without their 
funding. I think in this climate 
funders will be looking for 
organisations that can do that 
because they are sustainable 
and they are getting more for 
their money. I think other arts 
organisations don’t do that, and 
the ones who don’t do that are 
in danger currently. (Paul 
Bosco McEneaney, Artist 
Director at Cahoots Theatre 
Company)
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The Artistic Director of Cahoots contended that an arts 
organisation’s ability to demonstrate self-reliance and sound 

business decision-making, would assure funders of its ability 

to deliver a greater return on their investment. He said 

Cahoots were ‘reaping the rewards of treating the 

organisation as a viable business’. Big Telly’s Artistic 

Director echoed these sentiments. She acknowledged the 

competitive funding context the company found themselves 

in, but praised Big Telly’s ability to make the public pound go 

further and to use Arts Council funding to leverage other 
funding.49

DCAL’s Head of Creative Industries suggested that all 

arts organisations should diversify their income streams on a

...we are very aware that 
we’re in a very competitive 
funding context...but I think 
we’ve always tried to make 
ourselves very strong in those 
areas...like numbers of 
beneficiaries and value for 
money, that sort of thing... It’s 
part of the company’s ethos 
really. We’ve always been quite 
surprised, when we can prove 
how much extra money our Arts 
Council money levers, and how 
much employment we give 
(we’re one of the largest 
employers). We've always been 
surprised that those figures 
haven’t equated to more 
funding! And now I’ll be 
surprised if those figures don’t 
make us more secure. (Zoe 
Seaton, Artistic Director at Big 
Telly Theatre Company)

sustainability basis, avoiding over-reliance on one funder. In 

a time of recession and funding cuts, he proposed that those 
who have been able to diversify would be in a stronger 

position should some funding stop.

Rentschler (2002a) contends that although non-profit 

arts organisations are not considered economic, the 
resources that they require are. As such, it is not just the 

economic sphere that should be concerned with 

entrepreneurship. The views of the sample reinforced this 

thinking and Director of Arts & Business articulated that many 

practitioners in the arts are not sufficiently focused on the 

business side of their potential. Furthermore, she worried 

that those who go on to run arts organisations do not bring 

the commercial mindset that is required to ensure financial 
sustainability.50 It was repeatedly acknowledged by the 

sample that those working in arts organisations or as 

individual practitioners are usually required to undertake non-

50 One of the main issues that I 
know we talk about at the 
Creative and Cultural Skills 
Group is the fact that so many 
practitioners coming into the 
creative industries sector, 
particularly in the arts and 
cultural side of things, actually 
aren’t focused on the business 
monetary side of their 
potential... You’re getting 
people coming into 
organisations and going on to 
run arts organisations, that 
maybe haven’t come with that 
commercial mindset. (Mary 
Trainor-Nagele, CEO at Arts & 
Business Nl)

51 A director and janitor? I see 
my role as a kind of facilitator, a 
kind of producer of projects and 
promoter in a sense. I guess 
my job entails administration, 
bureaucracy, curation, 
marketing... it’s all the different 
strands. (Theo Simms, Director 
at Context Gallery, non-profit art 
gallery)

artistic tasks in the running of their enterprise.5152

This matched Leadbeater and Oakley’s (1999b) 

description of creative industries workers as producers,

521 think the danger is when you 
are a one-man band, you run 
around spinning plates and 
something is going to come 
crashing down. It’s very very 
difficult to keep your attention 
focused on everything... and at 
the end of the day my absolute 
focus has to be what I do on 
stage. (Maggie Martin, Actor)
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designers, retailers and promoters all rolled into one who need to develop a mix of 
creative and business skills. The notion of portfolio working can therefore be applied 

to both singular roles in arts organisations and the work of individual artists. 

Historically the non-profit nature of many arts organisations prevented those involved 

from viewing their artistic endeavour as a business. This self-perception led to an 

historic neglect of important managerial functions and a preference for dependence 

on public funding. In the current climate, artistic expertise must be matched with 

business knowledge to secure the viability of the organisation or artistic practice. An 

approach to commercial productivity within the arts which is sympathetic to the 

nuances of the field, may ease the dependency of the sector on subsidy overtime 

and help to grow a more self-sustaining arts sector.

In short, faced with austerity, those arts organisations and individual arts 

practitioners who develop more entrepreneurial cultures can increase earned income 

to replace lost public funding. It is therefore essential for the visual arts and theatre 

sectors to link artistic creations to markets and consumers in order to achieve viable 
and sustainable individual practices and organisations. The sample favoured income 

diversification strategies and pluralistic models of art support for both non-profit and 
for-profit entities.
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Sub-question 2b: What definitions of entrepreneurship are appropriate to the 

arts?

PREDOMINANT CODES HEADLINE THEMES

Defining entrepreneurship / Innovation /
Risk

Perceptions reflect thinking of main theorists.

Entrepreneurship and money /
Entrepreneurial capacity in the arts / 
Motivation

Monetary embedded in term 
entrepreneurship, leaving non-profit arts 
sector alienated.

Capital An expanded definition of entrepreneurship.

Cultural Entrepreneur (reactions) /
Difference between cultural and economic 
entrepreneurship

Placing the term 'cultural entrepreneur’ in the 
non-profit arts.

Criticisms of funding structures / Risk Traditional subsidy making the arts risk- 
averse.

Entrepreneurialism in the arts equates to 
resourcefulness.
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4.4 Discussion of Results Relating to Sub-question 2b:

What definitions of entrepreneurship are appropriate to 

the arts?

4.4.1 How Those Working in the Arts Define 

Entrepreneurship and Locate Themselves in Relation to 

the Term
As part of the literature review, the development of the term 

‘entrepreneur’ was traced and the key themes presented by 

the seminal figures credited with developing 

entrepreneurship theory were examined. Their theories on 

risk-taking, leadership and innovation were each 
substantiated by the opinions of the research sample. What 

follows is a discussion of how those working in the 
commercial and non-profit arts in Northern Ireland defined 

entrepreneurship and where they located themselves in 
relation to the term. The concourse of diverse perspectives 

offered is useful in reaching an understanding of the 

applicability of entrepreneurship to the arts.

Several in the sample pointed to a literal 

understanding of the term ‘entrepreneur’ based on the 

original French word ‘entreprendre’ which means to ‘do 
something’.53 They stressed the importance of actually 

making something happen.54 Some individual arts 

practitioners comments echoed Cantillon’s theory of the 

entrepreneur as a risk-taker.55 The sample showed a strong 

sense of the entrepreneurial instinct, demonstrated by a 

willingness to operate in conditions when costs may be 

known but rewards are uncertain (Bridge et al., 1998). Risk

taking is closely aligned with opportunity recognition. A 

number of the sample noted the ability to identify, exploit and 

act on opportunities as central to their understanding of the 
entrepreneur.56 These mirrored Kao’s (1989) theories on the

5J... getting up with a good idea, 
and making things happen. 
Someone who is a doer and 
makes things develop, and 
knows a good idea when they 
see one. (Carole-Anne Upton, 
Professor of Theatre Studies at 
UUM)

54 It’s just having the initiative 
and the ability to get something 
up and running yourself. The 
ability to push it forward, to 
come up with an idea and drive 
it through as far as it can 
possibly can go. That might not 
be very far, but if not, that might 
kick something else off. (Jill 
McEneaney, Theatre Director at 
Market Place Theatre Armagh, 
Local Authority Venue)

55 Well I think an entrepreneur is 
a fascinating word. It is a 
person who takes risks. It is not 
somebody who is in that sector 
or that sector... an entrepreneur 
is an individual full stop. It’s 
about actually getting off your 
arse and making it happen.
(Rita Duffy, Visual Artist)

561 think entrepreneurship is 
seeking and seizing 
opportunities which are out 
there and that many people 
choose to ignore because they 
are comfortable just being a 
passenger in the whole system.
I think that’s essentially what 
entrepreneurship is about. 
(Daniel Clarke, Proprietor Ross’ 
Fine Art Auctioneers)

57 A true entrepreneur sees 
opportunities... we are going to 
lose sponsors for this theatre 
over the next eighteen months, 
because people will not 
physically be able to afford to 
pay for sponsorship. We will 
continue to do sponsorship 
events and all sponsors will be 
invited - that’s 
entrepreneurship. That’s 
making sure you're keeping 
your options open at all times. 
(Michael Ockwell, CEO, Grand 
Opera House)
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entrepreneur’s capacity to gather the human and other 
resources needed to pursue and transform an opportunity 
into a tangible result.57 The literature review pointed to 

Schumpeter’s (1934) ‘man of action’ as being a proactive 

influence who changes the economic system from within by 

carrying out new combinations. Chell (2001) translated ‘new 

combinations' as ‘innovations’ - where innovation is the 

process that results in the new combinations that disturb the 

economic equilibrium. The opinions offered by those 

responsible for leading commercial and non-profit visual arts 

organisations in particular echoed Schumpeter’s theory and 

provide an insight to how those working in the arts and 
cultural sector in Northern Ireland view their own roles.58'61

ia It’s about looking at things 
and seeing what way they need 
to be done - can they be done 
differently. I like to think that I 
have come up with this business 
which is in a way a bit different - 
it offers something a bit 
different. I think you need 
certain skills to be able to do 
that - but you also need a 
vision. (Caroline Mullan, 
Proprietor of The Mullan 
Gallery, commercial art gallery)

59 Our mission statement is to 
promote contemporary practice 
rather than keep on reinforcing 
the norm or the status quo. 
(Brendan O'Neill, Studio 
Administrator at Queen Street 
Studios)

60 For me it’s about constantly 
reinventing the space and 
constantly re-examining the 
objectives in light of the people 
around you in terms of what 
their expectations are. We have 
a very broad constituency of 
visitors, stakeholders, artists, 
partners, that’s what being an 
entrepreneur is. (Shan 
McAnena, Director of Naughton 
Gallery at Queen’s)

61 I think most people managing 
arts organisations are per se 
entrepreneurial because they 
are required to create actual 
things, reality - tangible things 
and events, shows, exhibitions 
from a whole series of scattered 
resources. So the ability to 
maximise the resources to 
create value from very little, it 
seems, is probably an element 
of entrepreneurialism I’d say.
To take the opportunity and see 
something over there which is 
apparently being used for one 
purpose and use it to create 
something. To put all the parts 
together and make something 
happen. (Pauline Hadaway, 
Director at Belfast Exposed, 
publicly funded photographic 
gallery)
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4.4.2 Entrepreneurship and Making Money
A crucial finding was that the sample made a very strong 

connection between entrepreneurship and making money.62 

Indeed when asked, the majority of the sample felt that the 

monetary was embedded in the term ‘entrepreneurship’,63 

reflecting Griffin’s (2003) assertions over the inherent 

implication of entrepreneurship as the generation of money.64

The perceived link to the monetary left some of the 

arts practitioners and arts leaders interviewed feeling 

removed from the concept of entrepreneurship though.65 

They did not feel they had the money-making capacity or the 

motivation to pursue mercenary goals, that would warrant 

their classification as entrepreneurs.66 Several challenged 

Griffin’s (2003) theory that the generation of money was 

inherent in the term ‘entrepreneurship’.67 Peltz (ca. 2010) 

believed that to measure the success of artist- 

entrepreneurship by pecuniary measures makes little sense 

since the artist-entrepreneur does not enter the market for 

the profits. Indeed a cross-section of the sample 

championed Bolton and Thompson’s (2000) expanded 

definition of entrepreneurship, which is not limited to those 

who create financial capital but includes those who create 

social and aesthetic capital also. The literature proposed that 

there was no consensus definition of entrepreneurship, and 

that the term could be applied within a range of settings and 

with a variety of meanings (Henry, 2007:93).68 The field 

research sought to explore if the term ‘cultural entrepreneur’ 

fitted more comfortably with the individual arts practitioners’ 

and arts leaders’ self-perceptions.

62 Entrepreneur to me has such 
a monetary aspect to it. (Paula 
McFetridge, Artistic Director at 
Kabosh Theatre Company)

63 Entrepreneurship to me is 
about making money, it’s about 
seeing opportunities to make 
money. It’s about having ideas. 
For me ideas are linked to 
generating income of some sort. 
(Sarah Graham, Nl Manager, 
Creative & Cultural Skills)

64 So much of our society is 
caught up with ideas around 
making money, having money 
and not having money. Creative 
entrepreneurship is about ideas 
really and ideas in our society 
and in our world mean money 
and if they didn’t, they should. 
(Rita Duffy, Visual Artist)

651 don’t regard myself as an 
entrepreneur. I think 
entrepreneurs tend to make 
loads of money. Very few 
people in the art business make 
loads of money. We do it for the 
love of the art. Maybe not all of 
us, but certainly I do. (Visual 
Artist Anon 1)

661 don’t know if I’m an 
entrepreneur. I just like making 
pots. If people want to buy 
them...of course I want to make 
my money but I’m not too 
focused on making a lot of 
money from what I do. I just do 
it because I love it. (Adam 
Frew, Potter)

67 For me the monetary is not 
embedded in the term 
‘entrepreneurship’. 
Entrepreneurship is making a 
success of it. And for me that 
doesn’t have to be all monetary. 
(Richard Croxford, Artistic 
Director, The Lyric Theatre)

681 think the essence of 
entrepreneurship doesn’t 
change - regardless of what 
sector it’s in. (Daniel Clarke, 
Proprietor Ross' Fine Art 
Auctioneers)
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4.4.3 Cultural Entrepreneur a Better Fit?

Participants felt the term ‘cultural entrepreneur’ placed a 

greater and more appropriate emphasis on the production of 

cultural capital and outcomes that were not measurable in 

obvious economic terms. Furthermore, it was considered 

more difficult to evaluate the impact of cultural 

entrepreneurship due to the intangible benefits that it creates. 

As such, an overwhelming majority of interviewees placed 

the term in the non-profit sector, interpreting cultural 

entrepreneurs as those who create value to give away, as

b9 Cultural organisations create 
value, whether it’s value in an 
emotional experience or an 
aesthetic experience or a 
communal experience or public 
experience or all of those things. 
That value is generated to be 
given away and not retained 
and capitalised on. It’s just a 
profit and not-for-profit 
differentiation I think. (Steven 
Hadley, CEO, Audiences Nl)

70 Definitely, I would say without 
a doubt we are cultural 
entrepreneurs. (Louise 
Rossington, General Manager 
at Big Telly Theatre Company)

opposed to those who create profit to give back to share
holders.69 Indeed many within the sample embraced the 

term ‘cultural entrepreneur’.70 They identified that artistic and 

creative people often have entrepreneurial zeal which may 

not be business focused, but could be socially or culturally 
centred. One young director voiced his encouragement of an 
entrepreneurial approach within the arts.71

Others viewed the term as aspirational, but out of 
reach due to limited resources.72 This reminds us yet again 

of the financially constraining environment that most cultural 

entrepreneurs find themselves working in. Reinforcing 

Davidsson’s (2004) exclusion of non-profit endeavours from 

the term ‘entrepreneurship’, Artistic Director at Kabosh 

claimed that entrepreneurship cannot exist in the arts 

because there is no scope to lose money due to a lack of 

financial reserves.73 The ability to take risks and therefore be 

entrepreneurial is mitigated by the business context that the 

cultural entrepreneurs find themselves in. McMaster’s (2008) 

report which posits that innovation and successful risk-taking 

should be at the centre of the funding and assessment 

framework for all arts organisations reflects this thinking, but 

fails to say how unsuccessful risk-taking should be 

appraised.

71 There should be more support 
given to artists who want to be 
entrepreneurial - to start their 
own business... I think it would 
be a really great thing for artists, 
especially in this time when we 
have a real wealth of artists in 
Northern Ireland... to look at 
how effective they are being 
with their product or their brand 
or as businesses. (Des 
Kennedy, Theatre Director)

72 ... if you look at Belfast 
Festival at Queen’s - the 
funding is a tenth of the 
Manchester Festival - so their 
ability to commission new work 
and take artistic risks, be 
entrepreneurial - is mitigated by 
the business context that they 
are in. You can be 
entrepreneurial with your own 
money or do something that’s 
no cost, but it depends on the 
parameters. (Steven Hadley, 
CEO, Audiences Nl)

731 think it’s very difficult within 
an industry like the arts - 
entrepreneurship doesn’t really 
exist because none of us have 
the reserves whereby we can 
lose money - and obviously you 
have to lose to accumulate. So 
we are all spending our lives 
trying to make budgets balance. 
We are not allowed to make any 
money, not allowed to lose any 
money. So you can’t be an 
entrepreneur in that 
environment. (Paula 
McFetridge, Artistic Director at 
Kabosh Theatre Company)
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Several leaders of arts organisations cited the lack of 
financial capital as limiting artistic risk-taking.74 A playwright 

spoke of how theatre production companies and venues limit 
risk by avoiding new plays.75 This he suggested was 'not 

good entrepreneurialism’. He suggested that subsidy had 

made the theatre sector cautious. Being funded on a project- 

by-project basis had created an environment where the

74 It’s so difficult to steer a new 
way forward - we’re 
continuously taking risks. 
Sometimes that’s fine. In terms 
of how we operate - financial 
risks. We can’t afford to take 
many financial risks. We’re just 
chronically underfunded. If we 
had more money we would be 
taking more risks. (Brendan 
O’Neill, Studio Administrator at 
Queen Street Studios)

theatre sector was constantly judged on its last project, 

(‘you’re only as good as your last production’) and ultimately 
less inclined to take risks with their artistic programming.76 

Smith (2010) attests that traditional funding models have 

contributed to organisation overstretch, a diminished 

willingness to take artistic risks and an erosion of artistic 

integrity as a result of onerous performance targets.

Rentschler (2002a: 59) highlighted that funding 
diversity impacts on creativity in arts organisations. She 
expressed the generation of funding as ‘a creative endeavour

75 They want to limit the risk and 
they always think that new work 
is risky. That’s the way...the 
theatre environment is like that. 
To me that isn’t good 
entrepreneurialism because you 
should be taking a risk.
Because if you do want to 
create a product that could 
actually blow people away, a 
certain amount of that... you 
have to take a leap of faith in 
doing that... In many ways they 
can be too cautious for business 
men. And I think that is one of 
the consequences of subsidy. 
(Owen McCafferty, Playwright)

that allows the artistic vision to be realised’ and proffers the 

view that fiscal responsibility forces the arts leader to strike a 
balance between the artistic vision and the organisation’s 

need for stability and continuity. In a similar vein, the Chief 

Executive of the Grand Opera House described the pressure 

to keep the theatre’s programming as risk-free as possible 

due to organisational pressures, but also recognised the 

need to balance artistic programming carefully, cross
subsidising productions if necessary.77 He identified that, 

although some parts of the programming will not make 

financial profit, their pay-off may come in terms of national 

profiling for example.

76 Subsidy has made people 
cautious... Cautious in the 
sense that they cease to be 
gamblers. They think about 
their jobs in the long-term. 
Whereas somebody who is 
actually at the coal face will say 
"fuck it, if it works it works and if 
it doesn’t it doesn’t”. They have 
lost a bit of that now I think... I 
think it may be to do with how 
people are funded. They seem 
to be funded project to project.
If funded project to project, 
people are always shitting 
themselves that you’re only as 
good as your last production. 
People are less inclined to take 
risks. (Owen McCafferty, 
Playwright)

77 The most important thing will 
always be about what we put on 
stage but what I have to do is 
approach what I put on stage 
with an approach that is as risk
free as possible. As soon as I 
put a risk into my programme, I 
also expose people’s jobs to 
risk... I try very hard to make 
sure that I don’t expose the 
business, to go into critical 
phase. (Michael Ockwell, CEO, 
Grand Opera House)
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The Director of Belfast Exposed also warned that 
although entrepreneurialism is used in a very positive way in 

the arts, it forces cultural entrepreneurs to maintain a sector 
that is under-resourced.78 Their resourcefulness hides the 

true state of the arts if you like. However, others felt just as 

removed from the term ‘cultural entrepreneur’ as they did 
‘entrepreneur’.79 80 One visual artist treated the term with 

utter distain. She felt that the term ‘cultural entrepreneur’ 

was an unnecessary label which had been created to fit the 
language of bureaucracy.81

In summary, there appeared to be a strong 

entrepreneurial instinct in the arts, with participants willing to 

operate in an environment where cost is known but rewards 

are unknown. The themes of risk, leadership and innovation 
were cited as common to entrepreneurship across the 

disciplines of visual arts and theatre. The sample highlighted 

the strong connection between entrepreneurship and making 
money. The non-profit arts sector questioned its motivation 

and capacity to make money and preferred to expand the 

definition of entrepreneurship to accommodate the 

production of social and aesthetic capital. Although the term 

‘cultural entrepreneur’ was favoured by the majority of 

participants, the very existence of entrepreneurship within the

7B So yes, I think there is an 
entrepreneurial aspect - it 
verges on opportunism as well 
sometimes. It’s both a strength 
and a weakness. It’s of 
necessity that people working in 
the sector are entrepreneurial... 
it’s driving us. It’s used in a very 
positive way. It’s problematic 
when we... [use it to] maintain a 
sector that’s under-resourced. 
(Pauline Hadaway, Director at 
Belfast Exposed, non-profit 
photographic gallery)

791 find that term external to me. 
(Mike Duke, Artistic Director at 
Tinderbox Theatre Company)

80 I suppose it’s just a term - it 
seems so alien to me it's 
unbelievable. I would never 
describe myself as that. (Paula 
McFetridge, Artistic Director at 
Kabosh Theatre Company)

81 Cultural entrepreneur... it’s 
just fecking speak that. It’s... 
what is that... ? Is it somebody 
who writes songs... is that 
someone who paints 
paintings... I don’t understand 
what that is and I don't 
understand why you have to call 
a writer or an artist, a painter, a 
poet a cultural entrepreneur... 
it’s like translating it into some 
sort of other language. (Rita 
Duffy, Visual Artist)

non-profit arts was questioned. The sectors ability to take risks and be

entrepreneurial is mitigated by the lack of financial capital available. Several 

participants translated entrepreneurship in the arts as resourcefulness.
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PREDOMINANT CODES HEADLINE THEMES

Difference between cultural entrepreneur 
and economic entrepreneur / Motivation 
/ Enterprise and artistic vision go hand in 
hand / Innovation / Need for 
entrepreneurial self-reliance

Idiosyncrasies exist within the arts which 
make it difficult to apply conventional 
economic theory.

Proactive innovation.

Teaching / What should be taught No clear pathway to employment.

Audience focus Product orientation.

Business models / Scalability Involvement in production.

Creative industries worker characteristics 
/ Entrepreneurial capacity in the arts / 
Reputation

Energies diluted so little available time 
devoted to artistic facets of practice.

Position of the artist / Self-employment 
issues

Choosing between artistic and business 
side of practice.

Sustainability Income diversification.

Art Market / Diversification Market diversification.

Export / Motivation / Export.

Convergence / Diversification / 
Programming / Tourism

Product diversification.

Diversification / Pressure to seek 
diversity of funding streams

Income diversification.
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4.5 Discussion of Results Relating to Sub-question 2c:

If entrepreneurship and artistic vision do not go hand in 

hand, how can enterprise development principles best 
be applied to the commercialisation of artistic talent?

4.5.1 The Idiosyncrasies

Despite acknowledging the need to apply general business 

development strategies to the arts, the field research brought 

to the surface certain idiosyncrasies that exist within the arts 

which make it difficult to apply conventional economic theory. 

In order to reach a better understanding of how enterprise 

development principles can best be applied to the arts to 

facilitate sustainability and optimum development, an 
investigation of the idiosyncrasies presented by the sample 
was conducted.

4.5.1.1 Proactive Innovation
The literature review highlighted that most business

821 think an artist needs to be 
actually quite pure about the 
work that they make. I think 
once an artist starts...again I’m 
looking at it from a financial 
point of view... I think once an 
artist starts to make art because 
they know what they can sell, 
when they know what they can 
derive publicity or good criticism 
about - they start to lose the 
spirit. I think it’s a fine balance. 
(Glenny Whitley, General 
Manager at OBG, non-profit art 
gallery)

83... the identification of gaps will 
not direct artistic programming 
because we feel we need to set 
that agenda, rather than follow 
that agenda. We think we need 
to bring the best that there is 
and let people see that. (Glenny 
Whitley, General Manager at 
OBG, non-profit art gallery)

84 It’s our job to introduce 
people to new things and 
challenge our audience so that 
people can experience an 
international arts festival... 
(Graeme Farrow, Director of 
Belfast Festival at Queen’s)

entrepreneurs respond to external environment opportunities with reactive 

innovations. (Fillis, 2004), however, contended that most artistic entrepreneurs are 

driven from within to search for ways in which they can exploit their personal gifts 

and talents and deliver proactive innovations. The field research confirmed the 

suspected prevalence of desire for proactive innovation among Northern Ireland’s 
arts practitioners and arts organisations.82 Although DiMaggio (1985) accepted that 

arts organisations are influenced by market forces, he suggested that the more 

entrepreneurial-minded ones are successful at creating demand for the avant-garde 

niche artistic product, rather than simply following customer wishes. A continual 

customer orientation would stifle creative and artistic development.83 A number of 

arts organisations spoke of a desire to lead the way, for example.84
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4.5.1.2 Motivations and Portfolio Working
Few in the sample were motivated by wealth;85 instead they 

placed greater importance on artistic achievement86 and 

recognition from their peers,87 supporting McClelland’s 

(1961) work which connected motivation to the human needs 

for achievement and affiliation. Although the field research 

would suggest that wealth is not the primary motivating factor 

among arts practitioners and arts leaders, all practitioners

... sometimes I struggle to 
make money from my work - 
the primary purpose of my work 
isn’t to make money. (Des 
Kennedy, Theatre Director)

86... for the vast majority of 
people in our sector, the bottom 
line is not the most important 
thing. There are at least two 
other things that are important. 
First is lifestyle and the other is 
artistic signature. (Joe Kelly, 
Director of Craft Nl)

interviewed expressed a clear need to earn a living and 

leaders of arts organisations showed a desire to achieve 

financial sustainability. Even non-profit arts organisations 

which are not considered economic, need financial resources 

according to Rentschler (2002a). Many of those individual 

practitioners interviewed from the fields of visual arts and 

theatre, recognised the need to diversify, to use their skills 
and talents in a variety of contexts to survive economically.88 

The literature review identified the term ‘portfolio working’ to 
describe the multiplicity of jobs and projects that a creative 

industries worker juggles at any one time, a term that the 
sample had adopted. Self-employment and portfolio working 

seemed to be at the very heart of the working life of arts 

practitioners in Northern Ireland.

The Arts Council’s Director of Strategic Development 

praised arts practitioners’ flexible approach to work across 

different sectors and suggested that it was a hallmark of

87 Lots of entrepreneurs say I 
like achieving. The money is 
not the reason I do it but it’s nice 
to be able to show that the 
amount of money is the 
measure of the achievement. 
Often times I found through my 
research, people in the creative 
industries have different metrics 
for achievement. Principally 
recognition... peer recognition. 
It’s more akin to celebrity. 
(Michelle Rusk, Lecturer in 
Design Management, DUB)

88... there are a lot of creative 
people and they are like modern 
day subsistence farmers. They 
are independent, resilient but 
they operate in a frail, volatile 
domain where they are working 
on the next commission or next 
creative pitch or next piece of 
freelance work. They have a 
portfolio of projects that they are 
working on and their finances 
can ebb and flow depending on 
that. (Liam McComish, Senior 
Lecturer in Digital Imaging DUB)

success within the creative industries.89 This ability to 

portfolio work raises the key concept of collaboration, in 

explaining how creative industries workers operate. The 

sample highlighted the willingness of practitioners to take on 

projects which might fall outside their conventional area of 

activity. Educators acknowledged that most students from 
Fine Art or Drama degrees will not earn a living from their art 

when they first leave third-level education. Instead they will

89 They [arts practitioners] work 
in other areas of the economy in 
a variety of different roles, so 
they become really quite flexible 
workers within the knowledge 
economy. Perhaps more so 
than many other occupational 
groups. Approaching projects in 
that way suggests to me that 
they are in fact more fleet of 
foot, more fast moving and able 
to adapt to change. Those are 
actually characteristics that 
other studies have reported tend 
to be associated with greater 
levels of success within the 
creative industries. (Nick 
Livingston, Director of Strategic 
Development at ACNI)
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have other jobs while developing their artistic practice.90 The 

challenge for educators is to help students transfer or adapt 

skills to other sectors.91 It was acknowledged that for those 

working in the arts, there is no clear path set in stone which 

they can follow to reach employment.92

4.5.1.3 Product Orientation

90 A lot of people when they 
leave here, particularly in Fine 
Art, won’t be making their living 
out of their art. Very few will be 
doing that, so you will want to 
be having another job while you 
develop your practice. That is 
very much the mode - 
particularly that Fine Art 
operates within... (Professor 
Barbara Dass, Head of School 
of Art and Design DUB)

The concept of production orientation proved a key trait of 

the creative industries workers that were interviewed.93 

For them, the notions of production and consumption were 

very much interrelated, even synonymous perhaps. In the 

conventional marketing exchange framework, value is 

transferred between the seller (producer) and an external 

customer or consumer. However, evidence from the sample 

supports Hirschman’s (1983) alternative exchange 

framework, where the arts practitioner is seen as both 

producer and primary consumer.94 The Director of Craft Ml 

highlighted the intrinsic relationship that many practitioners 

have with their product. The arts practitioners’ degree of 

involvement in the production process can impact greatly on 

their business model.

Her talent lies in the colour and design and not how it 
is made. When I asked her would you not get these 
outsourced, she said, “It wouldn’t be me then”. A lot of 
them work with this very intrinsic relationship to their 
product. (Joe Kelly, Craft Nl)

This is a key point of differentiation between the core arts 

and other sub-sectors of the creative industries. Compare 

the production process a painter or theatre director uses to 

that of a film producer or a games developer for example. It 

is much more difficult for an arts practitioner to exploit their 

intellectual property on any grand scale.

91 My expectation is that the 
students will go on to have what 
we call mosaic or portfolio 
careers. They are going to be 
relatively short-term, maybe 
connected, but diverse kind of 
roles, but they probably won’t be 
an employee in a long-term 
contract and they’ll probably 
have to make the opportunities 
themselves. (Carole-Anne 
Upton, Professor of Theatre 
Studies at UUM)

92 Our sector is not defined like 
accountancy - you do this and 
go there - you study for this 
long and then... it’s just not. It is 
fairly undefined and there are 
good qualifications out there but 
none of those will necessarily 
guarantee success... And a 
passion, a drive and a creative 
talent along with it. (Sarah 
Graham, Nl Manager, Creative 
& Cultural Skills)

93... the market is invariably 
wrong - that’s terribly arrogant I 
know but the market is 
invariably wrong! The market 
reacts to fashion and good 
artists are not fashion artists. 
Good artists paint for 
themselves without a general 
market in their mind. (Tom 
Caldwell, Proprietor of Tom 
Caldwell Gallery, commercial art 
gallery)

94 One guy came into the Art 
College and asked, “what do 
you do art for - for yourself or 
public consumption?” Most 
people said, “we do it for public 
consumption” and I said, “no". I 
said, “I do art first of all for 
myself. I must satisfy myself 
when I’m doing something - and 
then I want other people to 
enjoy it...” (Visual Artist Anon 2)
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4.5.1.4 Reputation
When asked why there was a perception that arts 

practitioners were poor at business, a number of 
interviewees highlighted the need for creative industries 
workers to focus on their creative activities.95

They explained that it is not that arts practitioners do 

not have the intellectual capacity to engage with the business 

agenda - but rather time is better spent on their artistic 

practice if they are to win recognition from their peers. The 

challenge then for practitioners is how they compartmentalise

95 The better you are at the 
creative side, the less and less 
focused you must be on all of 
those other things... It is good to 
arm people with certain 
knowledge but fundamentally 
business people focus on 
business. Creative people 
focus on... whatever they are 
doing. In order for them to be 
regarded critically well and 
considered well by their peers 
takes a lot of dedication and 
effort. Therefore other things 
must come secondary to that. 
(Liam McComish, Senior 
Lecturer in Digital Imaging DUB)

their business activities and artistic endeavours according to 
the sample.96

Members of the sample felt that in an ideal world the 
business and artistic functions would be separate.97 

However, in the case of an individual practitioner, or small 

arts organisations with limited staffing resources, this ideal 

can rarely be achieved. Other reasons given to explain the 
arts practitioners’ reputation for poor business skills included 

the reality that most are working other jobs to finance their 

practice and as a result only get to pursue their practice in 

the margins. Understandably energy is diluted, and the little 

time that is available is devoted to the artistic rather than the 
business facets of their practice.98 The sample also 

highlighted that those practitioners who do develop the 

business side of their practice often reach a point where they 

must decide to which of the two aspects of their practice they 

are going to devote themselves.

96 There have always been two 
different types of mindset. On a 
very odd occasion you will have 
a creative person - also be a 
good producer, also be the 
business man - the 
entrepreneur but also being 
creative. I haven’t done it at all. 
We were doing it because we 
had no choice but do it. When 
our company got bigger, we 
employed somebody who was 
good at fundraising, good at 
admin and had a good business 
head, we fought night and day. 
He couldn’t understand why we 
needed this particular thing on 
stage - we said it was about art
- not about money! So we 
always had that problem and I 
would still have it. (Marie 
Jones, Playwright and Actor)

97 Do they fall into like a trap? I 
see bands falling into it, 
because they don’t have a 
manager, they have to do 
everything themselves. They 
only spend 50% of the time 
being in the band and writing 
the songs and doing the gigs, 
and they have to spend the 
other half of their time ‘PRing’ 
and publicising and managing 
the band. So you nearly need 
somebody who is totally on the 
outside and will come in and 
say, “I’m totally not going to take 
anything to do with the actual 
artistic direction of this company
- I am going to run the business 
end of the things.” That’s what I 
would imagine. (QUB Male 
Drama Student No. 2)
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4.5.2 Theory into Practice: Key Approaches to 

Achieving Sustainability.

Income Diversification achieved through, market, product and 

revenue diversification.

It emerged that income diversification is one of the key

98 You have to work in order to 
pay rent and everything - a lot 
of energy goes into that, plus 
looking for a job and finding a 
job, plus it’s only part-time so 
you probably have two. Energy 
after that to try and start a 
business is quite low. So you 
are struggling against a lot of 
things already, before you even 
start looking at your own work. 
(QUB Female Student No. 1)

approaches adopted by Northern Ireland’s individual 

practitioners and arts organisations in pursuit of financial 

sustainability. Both constituencies pointed to having a variety 

of revenue streams as central to achieving the financial self- 

reliance that makes their artistic practice viable and 

sustainable. The Arts Council of Northern Ireland’s Director 

of Strategic Development emphasised its conscious efforts to 

promote income diversification among funded clients to 
prevent over-dependence on one funding source."

4.5.2.1 Market Diversification
The literature warned not to become complacent with 

markets already found and encouraged market diversification 

as a means of reducing the risks inherent in cultural 

enterprises. Finding new markets provides an additional

99 We have been deliberately 
encouraging our companies to 
think about the diverse ways in 
which they can strengthen their 
own income. If they haven’t 
appropriately structured their 
risk, in a way that is likely to 
take account of any major shift... 
So if our funding is cut and that 
results in a big reduction in any 
of our funding programmes like 
ASOP, then in turn it is likely to 
translate into our being unable 
to fund their application in full or 
worse still, not being able to 
fund their application at all. In 
those circumstances, not only 
their activities and projects 
would be threatened but 
perhaps their very existence.
So we’ve been working largely 
through Arts & Business and 
others as well to try and 
strengthen all that. (Nick 
Livingston, Director of Strategic 
Development at ACNI)

source of income independent from subsidy and assists long

term viability. The first step in finding a market involves 

identifying a need. Belfast’s Golden Thread Gallery which 

presents an ongoing series of temporary exhibitions and 

activities that provide opportunities to engage with aspects of 

contemporary artistic practice, identified the need to provide 

contemporary artists from Northern Ireland with commercial 

representation and established a not-for-profit sales room 
within the gallery.100 In an interview, the Gallery Director 

expressed that there were very few commercial spaces in 

Northern Ireland that had any connection to contemporary

100 We did that in response to 
both comments from the arts 
community and art-going 
community. People coming into 
the gallery and saying, “twenty 
years ago I bought art by up and 
coming emerging artists...and 
now we don’t know where or 
how to buy that”. (Peter 
Richards, CEO, Golden Thread 
Gallery, non-profit art gallery)

101 Exporting is part of our long
term strategic goal for the 
company and the board is very 
keen for that to happen and has 
been very supportive of our 
work that’s gone international. 
Pucoon which is going to the 
West End next year is a key part 
of that because that will develop 
the reputation of the company in 
mainland UK. (Louise 
Rossington, General Manager, 
Big Telly Theatre Company)
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art practice and that many artists who had established 
significant international careers, had done so without making 

any sales at all. Golden Thread aimed to provide a stepping 

stone that would help artists to move into commercial 

representation. As well as the sales room, Golden Thread 

had also introduced a carpet-book style inventory of works 

for sale which perspective customers could browse through. 

Although not available on site, artwork on the live inventory 

was under contract through Golden Thread Gallery to sell on 

behalf of the artists. Any money made by the project was 

being reinvested in opportunities around the area of selling 

work for other artists. Participation at art fairs for example, 

had allowed the gallery to profile artists and show their work 

in a commercial context.
The Founder and Artistic Director of Cahoot's, a 

children’s theatre company explained during an interview his 

motivation in establishing the enterprise. He had felt that 

there was a dearth of professional theatre available to

1021 don’t think there’s any point 
in your top end costs being so 
heavy and then just touring for 
two weeks. I think it then needs 
to tour as long as it can and get 
as much value out of that and 
then eventually start making 
money back on it... Eventually 
that would be the dream... (Zoe 
Seaton, Artistic Director, Big 
Telly Theatre Company)

103 But the thing about export, 
you will get much larger 
audiences. In Belfast you are 
only talking about five hundred 
that could go to the theatre. 
You’re not talking massive 
numbers here. Our idea is that 
there is a big market for Irish 
theatre product... We are aware 
of brand. If you can keep 
overheads down you can make 
a lot of money. Stones in his 
Pockets was developed here - 
there has been productions all 
over the world. Once you have 
exhausted the audience here... 
we need to be able to go 
elsewhere... (Hugh Odling 
Smee, Creative Producer, 
Kabosh Theatre Company)

children in Northern Ireland and that children were looked upon as the audience of
tomorrow and not an audience of today prior to the establishment of Cahoots. The

feeling of injustice, that children were not getting high standard theatre experiences, 

provided the motivation for him to create work.

4.5.2.2 Export
Members of the sample also acknowledged the growing appetite and capacity for 

exporting artistic products from Northern Ireland abroad. The General Manager of 

non-profit theatre company Big Telly identified exporting as part of its long-term 

strategic goal for the company, recognising the important role internationalisation 
plays in developing the reputation of the company.101 The Artistic Director at Big 

Telly declared that exporting work also made economic sense, in order to gain 
maximum pay-back from a production.102 The relatively small domestic market for 

theatre in Northern Ireland is pushing production companies to consider export as a 
means of growing audiences and earned income.103 The Creative Producer at 

Kabosh shared how he had been trying to encourage the creative industries
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representatives from DCAL to take the theatre export agenda 

more seriously. Despite their initial reservations stemming 
from high start-up costs,104 Odling Smee felt that DCAL had 

taken onboard the potential to generate income and to grow 

the region’s brand identity abroad through the export of 
theatre.105

The desire and need to export was shared among 

both the commercial and non-profit theatre production 

companies interviewed. An interesting case in point was that 

of Commercial Theatre Producer Martin Lynch who had used 

support from the Creative Industries Innovation Fund 

(referred to earlier) to create work for export to the American 

market. At interview, Lynch was developing economically 

compact one-person shows that could be put on the road 
every year for the next five years as a fairly safe economic 

development. This insight highlighted the catalytic impact 

that the Creative Industries Innovation Fund was having on 
his business and illustrated how the lure of export markets 

was influencing his business model and artistic production. 
Interestingly, export was not a topic that emerged as part of 

discussions with the visual arts sector. Perhaps more needs 

to be done to promote the potential benefits of export to this 

creative industries sub-sector.

It is something that finally 
DCAL has taken on board. I 
think they are scared of theatre 
as it’s quite expensive in start
up costs compared to film. But 
once you get a show up and 
running... (Hugh Odling Smee, 
Creative Producer, Kabosh 
Theatre Company)

105 There is an awareness that a 
theatre show can really... it can 
tick two boxes. The 
government’s branding of the 
country and making sure it is 
product of Nl, but also just the 
money coming in. (Hugh Odling 
Smee, Creative Producer, 
Kabosh Theatre Company)
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4.S.2.3 Product Diversification
Product diversification is an extension of this thinking and is 

particularly important for theatre practitioners and visual 

artists in Northern Ireland who by default, face a small market 

and risk market saturation. Cultural entrepreneurs need to 
think of ways of diversifying their offerings to the market.106 

107 The sample demonstrated that this may involve applying 

their skills to myriad opportunities that sit outside the arts 

arena. An interview with Artistic Director of non-profit theatre 

company Kabosh, highlighted how the company had been 

diversifying its product range to meet the demand for cultural 

tourism products. As director of a site-specific theatre 

company, McFetridge acknowledged that you cannot derive 

income from corporate facilities when you do not have a 

venue. She also recognised the associated challenges in 
developing traditional theatre-going audiences. However, by 

doing small bespoke pieces of theatre on the street regularly, 
Kabosh is getting more non-traditional theatre audiences and 

tourists seeing their work. McFetridge described the work 
that the company had been doing for tourist bodies as a 

‘lifeline’.

In recent years, Kabosh had been commissioned by

I think in the creative and 
cultural industries you certainly 
need to diversity product in 
order to survive as an artist... 
you need to think of creative 
ways in order to fund and 
support your work... Having 
different strings to your bow.
Use your skills as a way to 
make money. Like taking 
something I do in my career and 
applying it to something which 
isn’t necessarily my career but a 
creative way of using it... (Des 
Kennedy, Theatre Director)

107... we see a number of 
business models for artistic and 
crafts people emerging that we 
see as having integrity. Derek 
Wilson really hit the scene a 
couple of years ago with his MA 
pieces. They were very 
sculptural, non-functional 
ceramics. He got lots of kudos 
and acclaim for that. Then he 
went on our business 
programme and what he does 
now is produce a lot of this stuff 
(functional table wear). I like to 
think that his creative, non
functional, sculptural, gallery 
work keeps his artistic fire alive 
which then drives the design of 
product-based stuff... I kind of 
see the two as working side by 
side. It’s almost like R&D and 
production. (Joe Kelly, CEO, 
Craft Nl)

the Northern Ireland Tourist Board and Tourism Ireland to 

create and deliver a number of cultural tourism products. 

These bespoke pieces of theatre have helped to improve the 
Belfast visitor experience.108 For example Belfast Bred, was 

a seasonal walking tour which saw the fictional tour guide, 

Barney (a chef from the Titanic), take visitors on a trip around 

some of Belfast’s best-known pubs and restaurants. Two 

Roads West was a short play set in a moving black taxi for 

an audience of five each time. The taxi travelled up the Falls 

Road, drove down the peace line and ended up in the

108 With the cultural tourism 
product, obviously we’re helping 
visitors to have a completely 
unique experience, therefore 
our footfall will increase. Also 
you’re making citizens look at 
their city differently. Therefore 
the sense of pride, therefore the 
sense of holidaying locally, 
therefore the sense of how they 
want to bring family members to 
Belfast because they can’t 
believe it’s changed so much! 
You’ve got that side of it, but 
you also have the side where, 
we go on this American tour. It 
generates income. (Paula 
McFetridge, Artistic Director at 
Kabosh Theatre Company)
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Shankill. En-route, audience members heard a play between 

an actor in the back of the taxi and the taxi driver who was 

also an actor. Although the play was treated like a tour, a 

clear narrative was present.

Political Cultural Tourism was billed as another 

emerging aspect of Kabosh’s work. McFetridge spoke on 

how the company worked with republican ex-prisoner group 

Coiste, to stage five ten-minute dramas based on historical 

politics. These dramas were staged along the current 

political route in West Belfast, as an alternative to the current 

political tour of the area. It was explained that these tourist 

products have a much quicker turnaround and a longer life
span than traditional theatre pieces.109 The revenue 

generated from these tourism products is then used to 

provide the matching funding required by National Lottery 
when applying for assistance with other small projects. 

Product diversification has not necessarily increased the 
company’s income, but has diversified its sources of income 

making it become financially stronger and more resilient in 

the face of cuts.

4.5.2.4 Income Diversification
Aside from diversifying earned income through market and 

product developments, cultural entrepreneurs should also 

consider diversifying their un-earned income streams. Those 

who are currently dependent on public subsidy alone are 

most likely unable to secure enough revenue from the 

market. In light of declining public subsidy, these individuals 

or organisations need to reduce dependency on public 

subsidy. Private giving and corporate sponsorship were 

highlighted by the sample as potential growth areas that must

10S You can create something, 
put it into your back catalogue 
and bring it out again - then 
there is the possibility to 
generate small bits of money 
within that. That goes back into 
the reserve for the company and 
becomes our match money for 
Lottery when we are applying 
for the small individual projects. 
(Paula McFetridge, Artistic 
Director at Kabosh Theatre 
Company)

110 The bulk of our revenue 
comes from fees, sponsorships 
and funding outside ACNI 
funding. We still rely heavily on 
the Arts Council to support our 
core organisation to ensure that 
the staff are paid, but when it 
comes to the projects, we get 
some funding from Lottery and 
various trusts and foundations. 
Because we have a loyal 
audience, more people come to 
see our work so we can get 
greater guarantees, so income 
that we generate through fees 
and sponsorship has certainly 
risen over the last three or four 
years. Whilst we are dependent 
on core funding from the Arts 
Council - we still have projects 
that work without government 
subsidy. (Paul Bosco 
McEneaney, Artistic Director at 
Cahoots Theatre Company)

111 We have never invested in 
sponsorship... I’ve never seen... 
per pound of sponsorship we’ve 
ever got... We will get 
considerably more if we spent 
the same amount of time on a 
funding application. So, we’ve 
never seen it as a particularly 
effective use of company time... 
You do the same amount of 
work - you get 5 grand from 
Allianz - it takes a lot of time to 
manage... (Zoe Seaton, Artistic 
Director, Big Telly Theatre 
Company)

be exploited more by the arts sector in Northern Ireland.110 Although one theatre

company’s candour explained why a switch from subsidy to sponsorship may not be 
attractive.111
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The last Arts & Business Private Investment in Culture 
Survey 2009/2010 demonstrated that 16% of the arts’ income 

in the UK is from private investment (Arts & Business [A&B],
2011). However, according to Mary Trainor-Nagele of Arts &

Business Northern Ireland, ‘very few arts organisations in 

Northern Ireland are dipping a toe in the water of individual 

giving, philanthropy or legacies.’ For example, the Private 

Investment in Culture Survey showed that individual giving in 

Scotland accounted for 46% of total private investment in the 

arts. In Northern Ireland, this figure is only 19% - 

demonstrating a massive opportunity to grow income at a 

mid-to-low level from private donations. As such, Trainor- 

Nagele called for arts organisations to make it easier for their 

audiences to donate funds, perhaps through their websites.

She explained that the lack of development around income 
diversification is due to an already underfunded arts sector, 

struggling to do their core artistic work given their lack of 
resources. From Trainor-Nagele’s experience, it is often the 

marketing team manager who must also assume the 
development and fundraising role.112 The general theme that 

emerged from this discussion with practitioners and arts 

organisations was that the restricted HR environment in 

which they operate, curtails their ability to conduct the 
activities that would help diversify their income.113

To summarise, in terms of motivation, the majority of the sample placed 

artistic achievement and peer recognition above wealth. There was an 

understanding that commodification of culture must accommodate the artist’s high 

degree of involvement in the production process and the prevalence of desire for 

proactive innovation. Portfolio working and collaboration emerged as key to the 

flexible approach that arts practitioners take to working across sectors. Income 

diversification achieved through market, product and revenue diversification was 

presented as central to reducing risk in cultural entrepreneurship. Both non-profit 

and commercial theatre recognised the potential for export of Northern Ireland’s 

artistic products abroad and welcomed the opportunities presented by cultural

Less than 5% of our arts 
members have full-time 
fundraising staff and that's really 
frustrating. It’s the point I’m 
making in my submission to the 
Minister and the Executive - yes 
there is room to grow their 
income from private investment 
- there is room to grow income 
from entrepreneurial 
approaches to income 
generation. The problem is they 
are so suffocated with tight 
income in that area that they 
haven’t got the capacity to go 
out and do it. If they had that 
injection of cash - then yes! If 
they had the teams like they 
have in the cultural 
organisations across the water - 
development teams - you could 
be very strategic about it. (Mary 
Trainor-Nagele, CEO, Arts & 
Business Nl)

113 I think we try to work within a 
very restricted environment, a 
very financially restricted HR 
environment. Your staff is your 
biggest cost. If you employ 
somebody to fundraise - you 
need to be really sure of what 
the results are going to be 
before you employ that member 
of staff. The entrepreneurial 
spirit - I can see how we can do 
this and that but I can’t 
implement it. It’s physically 
impossible - it’s financially 
impossible to do it. (Glenny 
Whitley, General Manager at 
OBG, non-profit art gallery)
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tourism to diversify their product range. However, participants from the visual arts 

did not express the same level of interest in these matters. Although the arts sector 

was aware of opportunities around growing private giving and corporate 
sponsorship, a restricted HR environment was charged with curtailing efforts to 

diversify unearned income in this way.
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Sub-question 3a: To what extent is a business and marketing focus being 
adopted by individual arts practitioners and arts organisations in Northern 

Ireland and what effect is this having on audience development and artistic 
programming?

PREDOMINANT CODES HEADLINE THEMES

Business focus / Businesslike behaviours 
/ Professionalisation

Marketing strategy a requirement of Arts 
Council funding offer.

Arts marketing challenges / Arts 
marketing differences / Marketing in 
organisation

Arts organisations outsource the 
marketing function.

Marketing opportunities Marketing is events driven.

Artistic Director’s responsibility / 
Leadership / Strategic direction / 
Strategy

Short-term, tactical approach to 
business.

Arts for art’s sake / Impact of the 
weakening economy / Programming

Democratisation of artistic programming.

Arts marketing differences Audience development.

Branding / Self-branding / Self
marketing / The individual

Differing views on self-promotion.

Business models / Tourism Peace opening up new markets.

Business focus / Business models / 
Entrepreneurship and money / New 
venture creation

Non-profit organisations establishing 
profit making subsidiary companies.

Entrepreneurial capacity in the arts /
Need for entrepreneurial self-reliance / 
Sectoral development needs

Entrepreneurial capacity restricted by 
lack of resources.
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4.6 Discussion of Results Relating to Sub-question 3a:

To what extent is a business and marketing focus being 

adopted by individual arts practitioners and arts 

organisations in Northern Ireland and what effect is this 

having on audience development and artistic 

programming?

4.6.1 Marketing
The sample continuously raised the point that demand for an 

artistic product is not always evident before it is revealed to 

the public. Where markets are not apparent, it is vital to pursue a proactive 
marketing strategy in order to develop markets for the product under development. 

The level of marketing awareness present in Northern Ireland theatre companies 
was impressive. These were typically small organisations with three or four staff, 

none of whom were marketing specialists. Without exception, each company 

interviewed claimed to devise PR and Marketing strategies for all their productions. 
Speaking to the Drama Officer at the Arts Council, revealed that the Council’s 

current funding requirements was an important contributing factor to this apparent 

professionalization of the theatre environ. All applicants needed to provide a full 

marketing strategy for any project they were seeking funding for. This assures the 

Arts Council that there is a genuine intention to bring in money and attract audiences 

and/or participants. This information raises the question, is the strong emphasis on 

marketing symptomatic of a genuine entrepreneurial zeal among theatre companies 

or just a reaction to Arts Council funding stipulations? Furthermore, it became 

apparent through interviews, that the majority of Northern Ireland theatre companies 

employed external marketing consultants to help with PR and Marketing activities.114 

Therefore, although marketing capacities within the theatre companies are limited, 
the importance of the discipline to organisational well-being is recognised.115 The 

main reason cited for this outsourcing was an inability to implement the marketing 
strategy due to lack of time or expertise among staff members. Cahoots for 

example, explained how they were touring shows in Japan, South Korea, and 

Germany but no-one in Northern Ireland knew about their success story because

I would say at least 70% of 
my clients would bring in a 
marketing professional on a 
project-by-project basis. (Gilly 
Campbell, Drama Officer at 
ACNI)

115 Each show will have its own 
PR and Marketing strategy... 
and sometimes we employ an 
external person to do that, it 
depends on what else we’re 
doing - how well resourced the 
project is. (Zoe Seaton, Artistic 
Director at Big Telly Theatre 
Company)
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staff were preoccupied with organising the tours and did not 
have the capacity to generate press coverage.116 It was 

explained that this weakness was first identified by the 

Board’s marketing sub-committee who set about securing 

funds to improve the situation. Cahoots now employ a 

freelance marketing company when they go into pre- 

production, a business decision mirrored by other small 
theatre companies.117

The field research revealed that the marketing focus 

within theatre companies is largely event-driven to link in with 

the promotion of productions. There appears to be a lack of

generic, year round promotion of the companies though.
118This is also due in large part to budgetary restraints. 

Trainor-Nagele of Arts & Business spoke of how stretched 

those working in theatre companies are. She argued that it is 
typical for many key business responsibilities to fall on the 

shoulders of one part-time member of staff and where this is 
the case, opportunities for business growth and development 

are missed.119This under-resourcing is common in the non

profit visual arts sector also, with workers performing a 

careful balancing act. It is easy to see how many artists and 

arts organisations fall into the trap of being short-term and 

tactical as opposed to taking a long-term strategic view of 

their enterprise.

1lfa It’s about wising up to what 
you do best and what you can’t 
do best. We’ve found an 
agency who can do marketing 
far better than we can. And 
rather than us pay to have a 
part-time marketing person in 
the office that then gets caught 
up in the bedlam of productions
- it was more sensible for us to 
source that from outside. That 
definitely works for us. (Paul 
Bosco McEneaney, Artistic 
Director at Cahoots Theatre 
Company)

117 When we have shows 
coming up we take on an extra 
marketing person. (Mike Duke, 
Artistic Director at Tinderbox 
Theatre Company)

1181 handle the PR but my 
hands are tied, it’s a full-time job 
with part-time hours. You can 
see the situation right across the 
arts. (Brendan O’Neill, Studio 
Administrator at Queen Street 
Studios)

119 One of the girls I’m mentoring
- she only does twenty-two 
hours a week and she is the 
only member of staff for a 
theatre company and she is 
doing all the management, 
fundraising and marketing in 
twenty-two hours a week! That 
is kind of typical. Resourcing is 
the key issue really. (Mary 
Trainor-Nagele, CEO at Arts & 
Business Nl)
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4.6.2 Audience Development
Audience development is an important part of the 

promotional process for cultural products as these often have 
to create their own demand and educate the customer. It 

could be intimated that the sector’s strong marketing ethos 

has evolved in part as a result of the growing focus on 

audience development. This combined with an apparent 
decline in popularity of the arts for art’s sake argument,120 

spurred by the current harsh economic climate, is 

encouraging the democratisation of artistic programming.

Big Telly for example advocated that marketing is central to 

everything that the company does and has a significant 

impact on programming. During an interview, the Artistic 

Director contended that the company refuses to 

produce a show that it does not think people are going to 

come and see. Instead, she contended that the team 
‘choose things that (they) think are marketable’.121 

She did express the opinion that this attitude was not 

characteristic of other non-profit theatre companies.
However, her view was echoed by the Arts Council’s Drama

120... why is it that taxpayers’ 
money, a bin man’s money, 
should be going to a public 
organisation to present 
something that he is never 
going to want to see? We are 
meant to be funding these 
organisations to put on work 
that the university lecturer wants 
to see and that the bin man 
wants to see. I would suggest 
in most art forms, years ago, 
very good art and theatre were 
funded just because we thought 
this was a good play or 
something we would like. Now I 
recommend funding for plays 
that I would have no interest in 
going to see, not because I 
don’t think they’re good because 
that’s not my type of theatre, but 
I know they will generate lots of 
audiences. I’m not talking 
commercial theatre, I’m talking 
theatre which is a bit more 
engaging and inviting to non- 
traditional theatre audiences. I 
think that is really important. If 
there are one hundred people 
who come to the theatre for the 
first time and have felt 
comfortable and engaged - to 
me that’s very important. (Gilly 
Campbell, Drama Officer at 
ACNI)

Officer who claimed that ‘arts for art’s sake isn’t an argument 

anyone can use anymore’ given the economic climate. The 

ACNI representative extolled the importance of funding work 

which would appeal to and engage non-traditional audiences. 

She reflected that in the past, theatre companies would have 

only put on plays if they fitted their artistic remit perfectly and

121 We don’t ever choose 
something that we think - aww, 
who’s going to come and see it? 
I don’t think we are necessarily 
typical in that sense... I think 
that’s something we always do. 
Choosing something is on the 
basis of how marketable it is... 
(Zoe Seaton, Artistic Director at 
Big Telly Theatre Company)

would have thought although ‘it’s not going to bring in the 

audiences, it is doing what they do’. Now there is more of an 

onus on the theatre company to put on work that audiences 

want to see.

The recently opened Theatre at the Mill in 

Newtownabbey is an interesting case in point in how 

audience development principles are leading to the

122 ... equally the idea that 
anyone has the right to take 
public money and make art 
which satisfies only them, 
seems to be a luxury that we 
would never particularly want to 
afford. We should always be in 
the business of making work 
that connects sufficiently with 
people for it to be valued. (Dr 
Tom Maguire, Senior Lecturer in 
Theatre Studies at UUM)
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democratisation of artistic programming. During an interview 
with the Artistic Director, the theatre’s ethos of serving the 

local community was discussed together with plans to form a 

community panel to help devise the theatre’s 

programming.123 The need for ‘product that will serve an 

audience’ seemed to be at the forefront of this Council-run 

venue’s concerns. The Director also reported that a lot of the 

Arts Council’s evaluation is based around generating new 

audiences, again situating the ACNI as a catalyst which is 

encouraging such activities within the sector.

The Market Place Theatre Armagh is also a Council- 

run venue. The Director explained that the Council sets the 

theatre’s management team challenging income and 

attendance targets. She utterly rejected that those in local 

authority venues are unconcerned about audience

123 We are serving the local 
community and actually what we 
need is people from the local 
community, who are partaking in 
what we offer, to advise on what 
we offer. Is it what they want to 
see? I’m a fifty-year-old man. 
Who better than a sixteen-year- 
old youth to advise me on what 
they want for the youth 
programming? So we’re looking 
at it in those ways. (Bernard 
Clarkson, Theatre Manager, 
Theatre at The Mill, Local 
Authority Venue)

1241 think it will change in the 
next couple of years because 
people have found that no 
matter if you change the art to 
be about the glue sniffers in 
Ballybean - it doesn’t actually 
mean the glue sniffers in 
Ballybean will come to shows - 
so what is the point? (Des 
Kennedy, Theatre Director)

attendance and contended that they cannot simply do what 

they like in terms of programming. During the interview, the 

Director discussed the responsibility she felt to deliver 

programming which had mass appeal whilst at the same time 
presenting challenging work to cater for niche markets like 

those interested in contemporary dance.

Not all practitioners interviewed favoured audience 

development principles. One young theatre director spoke of 

his frustration at being judged on who came to see his plays 
as opposed to the quality of his work.124 He felt it was 

counter-productive to spend so much time engaged in 

outreach activities and adapting the work to appeal to a 

certain type of audience to please funders. An interesting 

insight into audience development was gained during 
interviews with Mary Trainor-Nagele125 of Arts & Business, 

and Steven Hadley of Audiences Nl.126 Both contended that 

audience development in arts organisations is about 
cultivating the taste of the audience - taking them on a

125 You’re not always giving the 
customer what they want 
because actually - sometimes 
they don’t know what they might 
like in terms of a programming 
strand. So I guess that’s where 
audience development comes in 
- you want to take the customer 
on a bit of a journey and then 
gradually it’s about building a 
relationship with them. It’s 
about taking them on that 
journey which will introduce 
them to another art form or 
programming strand within your 
organisation. I think the arts 
have an interesting 
differentiation. (Mary Trainor- 
Nagele, CEO, Arts & Business 
Nl)

126 Somebody’s first experience 
of an orchestra may be to see 
the Four Seasons, but the 
ambition is to get them into 
Marlowe or Shostakovich and 
develop their taste, which also 
brings them back into more 
concerts with the organisation. 
They begin to tie into the artistic 
vision of the conductor and it 
becomes a little bit more holistic 
but it’s not to sell them useful 
products, it’s not to take their 
money and run. (Steven 
Hadley, CEO at Audiences Nl)
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journey which will introduce them to another art form or programming strand within

the organisation, rather than selling them things. These conversations led to the

development of a matrix, after the work of Berthon et al. (2004) to explain the

orientation of different arts organisations.

HIGH
The market drives artistic This is where a dialogue has
output. Giving customers been established between
what they want will deliver the market and the artist or
little innovation and involve arts organisation. A
little artistic or financial risk- collaborative approach is
taking. adopted, perhaps most 

relevant in the age of new
media and artistic
convergence.

Market
Orientation

Artistic production stagnates 
here and is developed for its

Artistic innovation creates
new genres and works

own sake. The needs of the which audiences were
market are not taken into previously unaware of.
consideration. The artist or Artistic creation can drive or
arts organisation becomes the determine the nature of
focus of their own attention. customer demand by 

providing new products of 
services that induce change
in customer behaviour.

LOW

LOW Artistic Orientation HIGH

Figure 8: Arts Organisation Orientation Matrix
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4.6.3 Examining the Reluctance to Get Involved in 
Marketing and Self-promotion
The literature described self-marketing as the various 

activities undertaken by individuals to raise their profile in 

their chosen field (Shepherd, 2005). Leham (2009) posited 

that the idea of ‘person as product’ does not sit well in the 

arts where the notion of art being ‘packaged’ is often sneered 

at. Even though artists in the modern world are pushed to 

‘market’ themselves and ‘sell’ their artistic output, the way 

artists interact with their market has been largely unexplored 

(Schroeder, 2005). Now, arts practitioners and arts 

organisations have a much greater capacity to interact with 

and build lasting relationships with their markets thanks to 

developments in communications technology and on-line 

social networking. It was interesting to learn how arts 
practitioners and arts organisations in Northern Ireland were 

embracing their new-found ability to interact with potential 

and existing markets. The majority of individual arts 

practitioners interviewed were reticent about self-promotion 
though.127 Although they understood the importance of it, 

most shied away from actively pursuing it. The reasons 

given ranged from time restraints, privacy concerns, lack of 
confidence due to the culture of criticism at college128 and a 

general apathy towards self-marketing.129 Notwithstanding 

the rigorous selection criteria applied to the sample, it cannot 

claim to be entirely representative of all practitioners. 

However, there was a notable difference between the 

appetite for self-promotion among individual practitioners in 

the fields of visual arts and theatre - where the latter were 

more open and willing to engage with self-promotion. 

Nevertheless, some interviewees spoke of difficulties in 
promoting products which are so close to themselves.130

127 One of my challenges would 
be an inability to promote myself 
and use opportunities. I would 
say I’m not a fan of talking in 
public, although I have. For 
example I have ideas to do an 
exhibition of local artists around 
here... I’m very good at 
organising that. My husband 
would say, why don’t you just 
organise one for yourself... I 
could do it quite easily. (Visual 
Artist Anon 1)

128 I think I’m just quite a private 
person... I think sometimes Art 
College perpetuates the same 
sort of ideas... people come out 
with Fine Art degrees and they 
have no confidence whatsoever. 
Probably something to do with 
being in an environment where 
you are constantly looking at 
your work and being critical... 
other people are being critical... 
not in a bad way. Your tutors 
are coming up and trying to 
help... (Visual Artist Anon 1)

129 Through various exhibitions 
and shows I have built up a 
mailing list. If they are close 
enough to that area I would 
send them out an invite. That 
would be the only thing for an 
exhibition that I would do. I'm 
sure there are loads of things 
you could do... I haven’t really 
thought about advertising or 
placing ads in certain types of 
magazines or things like that. 
(Adam Frew, Potter)

130 Artists hate talking about 
their own stuff. It’s difficult 
because you can't as a person 
say - yeah go see what I do 
because it’s brilliant. Self
marketing is difficult. Other 
small businesses aren’t selling 
themselves, they’re selling a 
product which is detached from 
them... So they can bum it up 
and not feel awkward. (Owen 
McCafferty, Playwright)
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On a practical level, members of the sample highlighted the 
implications of spending time on self-promotion and how this 
can leave the art hollow.131

4.6.4 Innovative Business Models
The research exposed a number of innovative business 

models emerging within both the visual arts and theatre 

sectors in Northern Ireland. The arrival of peace to the 

region and its subsequent new-found identity as a tourism 

destination has opened up a new market for work by 

individual practitioners and arts organisations. The historic 

lack of independent commercial theatre producers and 

commercial contemporary art galleries is being filled by the 
activities of a few pioneering individuals who dare to go 

where others before them have failed to go. What follows is 
an insight into these innovative activities which are bolstering 

the self-reliance of the regions arts sector.
The past decade has seen the construction of arts 

centres and theatre venues across Northern Ireland.
Bernard Clarkson from Theatre at the Mill acknowledged his 
venue’s interest in producing theatrical productions.132

131 I have just done another one- 
person show. On a practical 
level, I wrote, acted in and also 
produced which is equivalent to 
sewing on the sequins by hand 
- it’s hard work. I’d rather not 
have to produce my shows. I’ve 
learned skills, how to advertise, 
publicity... they’re very good 
things for somebody to learn, 
but ultimately if they are taking 
you away from the writing and 
performing - I fear this is 
happening more and more. We 
are all so busy publicising 
ourselves our work is 
extraordinarily hollow. It 
frightens me. I think we have to 
be enabled or assisted by good 
administrators and visionary 
producers. (Maggie Martin, 
Actor)

132 The conversations being 
had between theatre venues 
and theatre producers are 
different now. We have 
expertise and good facilities.
Any theatre manager or director 
has that and maybe that is an 
asset that is more visible in the 
current economic climate.
We’re recognising what we’ve 
got. (Bernard Clarkson, Theatre 
Manager, Theatre at The Mill, 
Local Authority Venue)

The MAC was seeking to appoint a Development Manager for the organisation, who

would at a low level focus on corporate hire of the venue, but also develop 

relationships with the corporate sector that generate income. However, the CEO 

acknowledged the Arts Council would not provide funding for this post. ‘Every Chief 

Executive will tell you that they are restrained by a lack of resources, but there is a 

serious lack of resources in the cultural and arts sector that doesn’t allow us to

maximise our potential.' The field research identified a growing trend towards arts 

organisations considering the development of subsidiary companies to fund their 

core artistic endeavours, mirroring Magie’s (1997) desire for organisational 

restructuring and the rethinking of operations to maximise existing resources. 
However, the non-profit nature of the majority of Northern Ireland’s arts organisations
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mitigates against this and strips away the incentive.133

Belfast Exposed is a non-profit gallery, focused on the 

development and exhibition of community photography. The 

gallery also commissions and publishes new work, runs 

educational outreach programmes and holds a community 

photography archive. Director of the gallery, Pauline 

Hadaway, is responsible for the overall development and

1331 was asked to put together a 
position document as to whether 
we should set up a subsidiary 
company. I think it is not 
necessarily a bad idea - but 
with our ethos to make enough 
to break even... what’s the point 
of having an entrepreneurial 
thing when you have to break 
even? (Hugh Odling Smee, 
Creative Producer, Kabosh 
Theatre Company)

management of the organisation. At interview she conceded 

that her role ‘translates into developing funding opportunities 

and revenue streams.’ Hadaway’s candour illustrates that 

the Director role places a strong emphasis on securing the 

financial sustainability of the organisation.

She explained that the gallery fits into a classic arts 
organisation business model, in that it is non-profit and 

produces goods that sit ‘outside the marketplace.’ The 

gallery is largely dependent on public funding on the basis of 

the public benefit and artistic quality it delivers. However, 
Hadaway cited an increasing need to supplement diminishing 

public funding by developing the gallery’s ‘capacity to make 

money.’ She spoke of her interest in establishing a 

commercial element to the organisation, which could be set 

up as a stand-alone business. Profits would be invested

134 We’re increasingly needing 
to supplement diminishing 
public funding with our own 
efforts. That’s either going to be 
through finding other people 
who will fund us or sponsor us 
in terms of our artistic, 
educational and community 
programmes, or developing our 
capacity to make money which 
we would then have to do on a 
profit-making business and 
invest those profits into the arts 
section of the organisation, the 
non-profit bit of the organisation. 
That’s obviously a structural 
issue and a legal issue as well 
as, is the company viable?
We’re investigating that and of 
course it’s complicated, 
because we’re doing that when 
we’re running the arts 
organisation. (Pauline 
Hadaway, Director at Belfast 
Exposed, publicly funded 
photographic gallery)

back into the non-profit arts section of the organisation.134 Her ambition was to

separate the gallery’s commercial activities from its intrinsic art activities, where the

commercial activities would exist solely to make money to support the arts, 

community or educational functions. The commercial idea was not fully formulated

at the time of interview. A sales function (where photographic art could be sold) was 

mentioned as an obvious initial step that would cause limited disruption to the

running of the organisation. Hadaway highlighted the challenges that corporate hire 

could present to the gallery, in terms of jeopardising the legitimacy of the exhibition 

space. She envisaged that hiring out the facilities used for the activities which serve 

the core artistic, community and educational remit of the organisation would also 
cause tensions and conflict within the organisation.
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The limited capacity of non-profit arts organisations to earn 
income, particularly in the visual arts became a familiar 
talking point during interviews and resonated with Gough’s 

(1969) argument that the entrepreneur needs capital at his 

command to get the enterprise off the ground.135

It seemed that despite the will and potential for 

growing income from private investment and developing 

entrepreneurial approaches to earned income, the 

entrepreneurial capacity of Northern Ireland’s arts 

organisations was dampened by resource constraints.136

Playwright Martin Lynch has developed an interesting 

approach to theatre production in Northern Ireland. His twin 

companies Green Shoot Productions and GBL Productions 

differ in that Green Shoot is a non-profit publically funded 

theatre company and GBL is a commercial production 
company. The nature of work produced by both companies 

is very different. Lynch professed that Green Shoot 
Productions cannot operate on the basis of earning enough 

box-office income from its productions, which are typically 

totally new pieces. Lynch uses GBL as a vehicle to earn a 

living, producing some of the most popular established plays 

of the last thirty-five years commercially with a view to 
making a profit from them.137

These examples demonstrate that entrepreneurial 

approaches within non-profit arts organisations not only 

provide an important means of income diversification for the

... the most we can do to 
achieve some kind of income is 
to hire out the venue - but look 
around the space at the moment 
- where would you fit a sit-down 
dinner? I wouldn’t be terribly 
comfortable with people having 
drinks around this (art 
installation). I have this vision of 
people setting glasses of wine 
down on top of suspended 
plinths or swinging from the 
olive tree. We have to be very 
careful! Of the six exhibitions 
we’ve had this year - we’ve had 
two where there was potential to 
hire out the gallery space. So 
that’s been quite difficult for us. 
That’s as much as we can do 
from an earned income point of 
view. We sell some magazines 
too - we charge for some of our 
education events - that’s 
limiting what we can do 
ourselves. (Glenny Whitley, 
General Manager at OBG, non
profit gallery)

136 The ability to be adaptable 
in business and to seize 
opportunities when they arrive 
and to respond to them. I have 
to say I think the way in which 
the sector is constituted here 
mitigates against 
entrepreneurship. Theatre 
companies, very few people 
actually benefit whenever there 
is a successful show. (Anne 
McReynolds, CEO at The MAC, 
non-profit arts centre)

organisations, but can also contribute to a holistic approach to developing the 

careers of the artists which these organisations aim to support.

In summary, all theatre companies interviewed claimed to devise PR and 

Marketing strategies for each of their productions and without exception employed 

external marketing consultants to this end. This outsourcing was attributed to an 

inability to implement the marketing strategy in-house due to lack of time or expertise 

among staff members. Individual arts practitioners expressed a reluctance to get 
involved in self-marketing and self-promotion but acknowledged the greater
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opportunities presented by social media for them to interact 
with their market directly. Arts organisations and support 

agencies recognised the need to engage with non-traditional 

audiences but highlighted the challenges inherent in 

balancing artistic programming with mass appeal. 

Improvements in Northern Ireland’s arts infrastructure has

1J/ GBL Productions is because 
as a playwright I don’t earn a 
living...so I set up GBL 
Productions to try and earn a 
living, which means I produce 
plays as well. (Martin Lynch, 
Founder of GBL, Commercial 
Theatre Company)

spurred both visual art and theatre organisations to develop new artistic products 

and to consider developing subsidiary for-profit companies that could fund core work

which sits outside the market. Participants reported resource constraints in the arts 

as being the main foil to entrepreneurial capacity within the sector.
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Sub-question 4a: What are the current attitudes from educators, students and 

industry on creative enterprise as an emerging area of scholarship?

PREDOMINANT CODES HEADLINE THEMES

Changing agenda / Why should it be 
taught? / Need for entrepreneurial self- 
reliance

Students want more engagement with 
enterprise as part of preparation for 
working life.

Impact of the weakening economy Increased tuition fees have increased 
student motivation to engage with 
enterprise.

Pedagogy / Can it be taught? / HE role A conditioning process rather than a 
taught process / building an 
entrepreneurial context.

Enterprise and artistic vision go hand in 
hand / Education for creativity / 
Entrepreneurship and money / Support 
for entrepreneurship

Equates to teaching structures to place 
what they create into a marketplace.

Motivation / Can entrepreneurship be 
taught?

Can motivation and drive be taught?

Concepts of value in the arts / 
Entrepreneurship and money / 
Experiences of HE

Legitimising commercial work to 
students.

HE Role / Against teaching arts students 
business / relationship with galleries

Entrepreneurship education is a 
distraction.

Galleries prefer professionalism.

Attitudes to being taught 
entrepreneurship / Entrepreneurial 
capacity in the arts

Students must be motivated to engage 
with the agenda.

Extra-curricular activities / Experiences of 
HE

Motivating impact of extra-curricular 
activities.

Why should it be taught? Self-employment viewed as aspirational.
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4.7 Discussion of Results Relating to Sub-question 4a: 

What are the current attitudes from educators, students

1J8 The need to paint, and how 
the artist derives a living is an 
entirely different subject. (Daniel 
Clarke, Proprietor of Ross’s 
Fine Art Auctioneers)

and industry on creative enterprise as an emerging area 

of scholarship?

4.71 Industry Perspective
Altfough opinion was split, a majority number of art dealers 

anc commercial gallery owners interviewed reported that they 

weie not in favour of fine art students being taught enterprise 
skils as this would take their focus away from art.138 

Exposure to marketing theory for instance, was considered to 
be an unhelpful distraction.139 On the surface these prevailing 

attiudes did not seem to encourage a holistic approach to 
artistic training which would prepare art students to have a 

viable artistic practice. Were these attitudes motivated by the 
conmercial self-interest of middle-men who wanted to stay in

139 It is useful for students to be 
aware of the outlets that are 
open to them. It is useful for 
students to have some ability to 
evaluate the value of product, 
but beyond that, artists need to 
concentrate on their art... 
(Daniel Clarke, Proprietor of 
Ross’s Fine Art Auctioneers)

140 Artists will have this internal 
argument between marketing. 
Telling a creative person what 
they should be doing... it's a 
tricky one. Flistorically artists 
have worked with an agent. 
They will say, “stop turning out 
those... no one is buying.” That 
dialogue takes place externally.
I think having internal dialogue 
would be difficult. (Pauline 
Fladaway, Director at Belfast 
Exposed, non-profit 
photographic gallery)

cortrol of supply? Further research revealed that similar 
attiudes prevailed in the non-profit visual arts sector. The 

Director of a non-profit photographic gallery, felt it would be 

disorientating and would cause an internal argument to occur 

withn the artists as they try to reconcile what they want to

141 Sometimes when artists 
make their work - they are 
exhausted and they don’t want 
to mentally grapple with another 
side of the industry... they're just 
hopelessly lost. (Brendan 
O’Neill, Studio Administrator at 
Queen Street Studios)

create with what the market wants.140 The Manager of a non- 

proit artist’s studio space suggested that when artists have 

mate their work, little time or energy is left to dedicate to 

these other aspects of their practice.141

The majority of gallery owners suggested that artists 

aregenerally not professional and instead of enterprise skills, 

calbd for visual art students to be taught professionalism and 

to te exposed to the nuances of approaching and dealing 
with galleries in the pursuit of their careers.142 This ability to

142 What they should be taught 
is professionalism. Just through 
the nature of being a creative 
person, generally artists aren’t 
professional. (Tom Caldwell, 
Proprietor at Tom Caldwell 
Gallery, commercial art gallery)

143 Being able to engage with 
galleries. You need to say that 
funding is there for a couple of 
years, but we’re not going to 
fund you forever. (Dickon Hall, 
Proprietor at Dickon Hall 
Gallery, commercial art gallery)

enrage with143 and manage the relationships with dealers as a skill that was lacking
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among visual art graduates in Northern Ireland.144 The 

director of a commercial gallery spoke of the massive gulf 

between artists’ perceptions of commercial galleries and 
galleries’ perceptions of artists.145 She spoke of the need for 

dialogue between these two populations to dispel 

misunderstandings and deliver more effective relationships. 

Another commercial gallery owner believed Belfast Art 

College’s proximity to a number of publicly-funded art 

galleries, left students with little understanding of what 
working in the commercial art world involves.146

One voice among the commercial art gallery

There was a girl in the other 
day... the way she presented 
herself was absolutely awful. 
She was an artist... not just out 
of college. I think they are 
probably better prepared now. 
So I think, how to present 
yourself, how to choose work 
that you are going to present to 
a gallery, how you approach 
galleries... Sometimes an artist 
coming in, the first thing they 
say to you... it doesn’t make me 
cross but I think “O my God!” 
The first thing they say is, 
“What’s your commission - how 
much do you take?” I think 
that’s not the first question you 
should be asking! (Caroline 
Mullan, Proprietor of The Mullan 
Gallery, commercial art gallery)

constituency who was in favour of enterprise education for art 

students, warned that if entrepreneurship is not built into the 

Fine Art courses in Higher Education, students will struggle 
when they leave the formal education system and their 
artistic practice comes to a standstill.147

145 Most artists haven’t the first 
clue about how to get 
themselves represented in a 
gallery - they can be really 
weak on that... the basic how-to 
approach. (Eimear Flanagan, 
Manager at Emer Gallery, 
commercial art gallery)

Theatre professionals were overwhelmingly in favour 

of providing drama students with enterprise training whilst in 
Higher Education.148 Most stressed the importance of 

equipping students to deal with the financial realities of 

working in theatre, whether that be as an actor or if setting up 

a theatre company.149 Interviewees urged that drama

146 The trouble is the galleries 
around the College are 
generally funded and do not 
need to engage with collectors... 
But we realise if they (artists) 
don’t sell something... They 
cannot survive on grants all their 
life! (Dickon Hall, Proprietor of 
Dickon Hall Gallery, commercial 
art gallery)

students needed to be exposed to basic issues of 
accounting, taxation and seeking funding.149 Paula 

McFetridge, Artistic Director of Kabosh advised that students 

need to be informed about how to pitch themselves, draw up 
CV’s and negotiate wages.150 Several theatre practitioners 

suggested that drama students needed to understand that 

after graduating, they would be ‘running a small business 

which is in essence you’. From actors to Artistic Directors of 
theatre companies, interviewees were united in their calls for

147 I definitely think 
entrepreneurship should be 
taught to fine art students. They 
are there to grow and there to 
learn. There has to be an 
element built-in, otherwise 
you’re making them blossom 
and giving them the opportunity 
to grow but then you are just 
closing the door when they 
finish education and they don’t 
know how to cope. (Caroline 
Mullan, Proprietor of The Mullan 
Gallery, commercial art gallery)

148 I think it would be very 
worthwhile having a module on 
the way through (university) 
about what the future holds for 
individual artists, for companies 
setting up and be realistic about 
it. Look at career paths. (Mike 
Duke, Artistic Director at
TinHorhrw Thoatro
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drama students to be introduced to concepts of marketing,151 

particularly how to market themselves as a key aspect of 
enterprise education.152

Although practitioners interviewed recognised the 

importance of exposing students early on in their degrees to 

the logistics of working in theatre as a means of 
empowerment,153 respondents were unsure if motivation and 

drive could be taught to students to help them become 
entrepreneurial within the arts arena.154

I think that it’s really 
important that people know how 
to run a P&L - income versus 
expenditure. Very basic things. 
(Michael Ockwell, Chief 
Executive, Grand Opera House)

1501 think no matter what side of 
the industry you go into - you 
have to have a knowledge of 
finance, how you sell yourself, 
almost a personal ambassador. 
Simple things, you should know 
about VAT, National Insurance, 
you should know about your 
rights, your contracts, your 
Union. (Paula McFetridge, 
Artistic Director, Kabosh 
Theatre Company)

151 They need to know how to 
market themselves. (Maggie 
Martin, Actor)

152 All elements of marketing 
yourself are really important. 
(Michael Ockwell, Chief 
Executive at Grand Opera 
House)

53 It is such a debilitating 
industry if you don’t have skills - 
because you always feel that 
someone else is deciding what 
happens to you. The more 
knowledge you have - the more 
you are an active player in that 
arena. (Paula McFetridge, 
Artistic Director, Kabosh 
Theatre Company)

154 That motivating factor that 
people need to be an 
entrepreneur - that need to 
drive a company - the problem 
is - can you teach that? I’m not 
convinced... Can you teach 
motivation - can you? (Paul 
Bosco McAneaney, Cahoots 
Theatre Company)
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4.7.2 The Changing Student Demand for Enterprise 
Education at the Art College

Professor Barbara Dass, Head of the University of Ulster’s 

School of Art and Design, shared findings from a focus group 

held with Fine Art students and conducted by the Students’ 

Union as part of their courses revalidation process. Student 

feedback suggested that they valued engagement with 

enterprise education which was linked with employability and 

professional practice. Indeed Dass reported that students 

sought increased engagement with enterprise and wanted a 

more explicit skill-set to feel better prepared for life after Art 
College.155 She recognised that enterprise-learning would be

155 “How do I keep accounts, 
how do I set up, where do I get 
money, how do I apply for 
funding?” [They want] all those 
skills in a much more hard 
edged way. I think up until 
recently - there has been more 
of an emphasis on personal 
development in terms of your 
practice and less of an 
emphasis on that, and I think it’s 
changing. And although it has 
been there in terms of visiting 
lecturers, master-classes, the 
normal kind of things that you 
would have on a fine art 
programme. The very hard 
edged sorts of skills haven’t 
been there explicitly. (Professor 
Barbara Dass, Head of School 
of Art and Design, DUB)

different for artists as compared to designers. Dass also 
recognised that artists needed to know about ways of 

transferring their skills into other types of employment and 
enterprise that would allow them to develop their career or 
artistic practice.156 She felt this feedback came as a result of 

the change in the Higher Education sector, where education 

is seen as more of an investment to put yourself in a better 
position to develop a career when you leave. Dass 

contended that this has resulted in students wanting this 

enterprise dimension to be much more visible in their 

curriculum. Dass suggested that although the University of

156 More and more students are 
asking... how can I make a living 
when I’m leaving here and what 
sort of skills have I got - how 
can I transfer them or adapt 
them to meet a particular 
sector? In Fine Art, there hasn’t 
been the same drive - 
particularly from students to 
gain those skills. I think their 
motivations are changing quite 
significantly - just from 
conversations. It was very 
interesting in the Students 
Union survey - that was a large 
part of what they wanted. 
(Professor Barbara Dass, Head 
of School of Art and Design, 
UUB)

Ulster was always very aware of employability and the 

importance of skills for the workplace, there has been an 

historic lack of drive from students to gain these skills until 

recently. Since these motivations were changing, there 

appeared to be a growing commitment from the Art College 

to provide Fine Art students with a more solid foundation in 

enterprise. This appeared to echo the recently published 

Higher Education Strategy which states that expectations of 

the student experience are likely to increase in line with 
students’ heightened contribution to the cost of HE.157

1571 certainly think there is a 
change in the student 
perception as well and I think it 
is driven by the realisation that a 
degree in fine art is going to 
cost X number of thousands of 
pounds and that that is being 
seen much more as an 
investment to get you into a 
particular work sector or 
employment sector. So I think 
that is driving a lot of change at 
the moment and certainly in the 
feedback or complaints we 
might get - “why weren’t we 
taught this skill?” (Professor 
Barbara Dass, Head of the 
University of Ulster’s School of 
Art and Design, UUB)
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4.7.3 Preparing Students for Self-employment Not 
Unemployment: Changing the Mindset Among Visual 
Art and Drama Students
Visual arts students,158 practitioners159 and gallery 

representatives160 all expressed that there was a prevailing 

attitude that fine art graduates would find themselves 

unemployed or underemployed after leaving the Art College 

system. There appeared to be a lack of discourse 

surrounding the possibilities for self-employment among 

students. Although some of the students interviewed aspired 

to be self-employed artists the majority saw self-employment 

as unattainable.161 Some students recognised that they 

would have to supplement their income with part-time work in 

unrelated fields like waitressing and retail whilst working 

towards the aim of self-employment.162 This acceptance of 

underemployment was alarming, but not surprising. Wilson

158 Do I expect to be self- 
employed? I’ll seek 
employment. To be honest I 
would try to do something that 
would be arts related but I would 
take anything at the moment - 
even retail. I don’t think my 
practice would sustain me for 
the foreseeable future. (Male 
Fine Art student 1, UUB)

1591 left Art College and 
basically the expectation was, 
forget it. And that was an 
unspoken message that came 
from a lot of very by and large 
disappointed artists who were 
teaching. (Rita Duffy, Visual 
Artist)

160 You will be a sole trader and 
you must understand what that 
means. I think that is lacking in 
visual arts and I think there is a 
general understanding that you 
will be unemployed. (Peter 
Richards, CEO at Golden 
Thread Gallery, non-profit art 
gallery)

(2008) claims that the security of Europe’s Welfare System 

leaves people less willing to take risks. She claims that this 

attitude is reinforced at universities which have traditionally 

focused on ensuring students can secure future jobs, not 

become entrepreneurs. However, in today’s economy, 

aspirations towards self-employment should be nurtured and 

students should be encouraged to actualise these 

aspirations.

Concerns were also raised over perceptions of how 

Art College tutors promote the commercial aspects of artistic 

practice.163 The focus appeared to be on preparing students

161 To be self-employed and 
sustain yourself, it’s probably 
the best avenue to take. It is 
definitely an opportunity if you 
have a business head on you. I 
can try and have a business 
head. It takes a lot, I don’t like 
doing it. (Male Fine Art Student 
3, UUB)

162... after this I will still have to 
work in waitressing. It means I 
can’t focus on my [art] because I 
have to fit it in around my shifts 
and random hours... I’d like to 
be a full-time practising artist but 
there is a lot of conflicting 
issues. (Female Fine Art 
Student 3, UUB)

to live in a grants economy as opposed to promoting financial 

self-sustainability where students would earn income through 

their artistic practice and in the words of Kellet (2006), 

‘penetrate their industry for profit’.

163 A lot of the tutors regard 
selling work with a lot of 
ambivalence. It’s not 
necessarily approved off, and it 
is approved off to get a grant. 
(Dickon Flail, Proprietor of 
Dickon Hall Gallery, commercial 
art gallery)
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Senior Lecturer in Drama at the University of Ulster,

Dr Tom Maguire expressed the tensions between preparing 

students for employment and preparing them for self- 

employment. Maguire contended that if students enter a 

theatre company they must understand the existing 

processes of that company. However, if preparing students 

to run their own enterprise, they will need to explore new 

business models and ways of doing things. Maguire was 

cautious of training students who would simply carry on 

replicating what had been done before. He said, That would 

to me be the wrong outcome. That is not entrepreneurial.’

He pointed to the programmes efforts to encourage reflective 

practice among students in order to counteract this in line 

with Schon (1983).164

4.7.4 Can Entrepreneurship Be Taught?
The Educator’s Perspective
The senior arts educators interviewed were sceptical about 

the notion of ‘teaching’ entrepreneurship165 and instead felt 

that the key to entrepreneurship education lay in the creation 

of an environment in which students are encouraged to self- 

actualise.166 167 There was broad acceptance from educators 

and practitioners who had been through the education 

system that entrepreneurial mindsets can be fostered within 

a supportive environment.168 The majority consent was that 

you can educate for entrepreneurship, but the most important 

thing was experience. This correlates with the literature. 

Gibb (2000) argues for a learning approach that immerses 

students in a process that allows them to experience at first 

hand the entrepreneurial flavour of business. Dailey and 

Hamilton (2000) recommend learning through copying, 

experiencing, problem-solving, opportunity-taking and 

mistakes.

164 As a university we would see 
our role as to create new 
knowledge, not just remodelling 
old things. But you do have to 
give them an awareness of what 
it is like to be in business... we 
are getting them to think about 
how to run a business, using 
business models... On the other 
hand, they are no use to a 
company if they can’t come in 
and understand the processes 
that are already existing. I think 
there is a tension... and it may 
mean that the tension gets to 
the foreground. (Dr Tom 
Maguire, Senior Lecturer in 
Theatre Studies, UUM)

1651 think it [entrepreneurship] 
can be encouraged and 
activated, but I’m not sure that it 
can be taught. (Liam 
McComish, Senior Lecturer in 
Digital Imaging, DUB)

166 If you have to be told how to 
do it, how will you be self- 
directed enough to go and do it? 
You can’t teach people to self- 
actualise. You can create 
circumstances by which it will be 
pretty ensured that they will start 
to self-actualise. Do you know 
what I mean? (Michelle Rusk, 
Lecturer in Design Management 
at UUB)

1671 would immediately think, 
when you ask that, about an 
analogy about directing. Having 
made my living as a director for 
over twenty years, I’m pretty 
convinced that directing can’t be 
taught. But what you can do is 
create environments in which 
people can try and do it 
themselves, maybe that’s a form 
of teaching. (David Grant, 
Lecturer in Drama Studies and 
Director of Education at QUB)

168 No, no... I don’t think you can 
teach it. I think what you can do 
is create an atmosphere where 
it is more likely to happen.
(Mark Ainsworth, Head of Fine 
Art, UUB)
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Pauric McGowan, Professor of Entrepreneurship and 

Business Development at the University of Ulster asserted 
that, depending on the objective, entrepreneurship could be 

taught. He suggested that people can study 

entrepreneurship much like they can study English or History, 

where students can grow in knowledge of the subject. 

However, he acknowledged that if the intention is to make 

the students more aware of their entrepreneurial potential, he 

would prefer to use the term ‘educate about’ 

entrepreneurship rather than ‘teach entrepreneurship’.

You can certainly encourage 
the qualities - encourage the 
drive... (Male Drama Student 6, 
QUB)

170 I don’t know if motivation 
can be taught. I think 
methodologies can be taught, 
don’t know if I would be any 
good at teaching 
methodologies... Teaching 
someone to have the motivation 
to do something in life, I’m not 
sure about that one. (Martin 
Lynch, Founder of GBL 
Productions, commercial theatre 
company)

Those working in the arts sector cautioned against teaching 

entrepreneurship in an academic fashion.

4.7.5 The Student Perspective
During the drama and fine art student focus groups, 
participants were asked if they felt that entrepreneurship 

could be taught. Participants suggested that entrepreneurial 
skills and qualities could be encouraged but recognised that 

students must first be open and motivated to engage with 
entrepreneurship.169 Interestingly extra-curricular activities 

were cited as ways in which the University can motivate 

students to engage with the entrepreneurship agenda. The 

University Drama Society, Queen’s Players was identified as 

‘the big carrot’ that is held in front of students to activate their 

drive. A number of participants highlighted motivation and 

drive as key ingredients for the entrepreneur but were not 
convinced that this could be taught.170171

4.7.6 How Entrepreneurship Is Packaged

... that entrepreneurship that 
you’re talking about, that 
motivating factor that people 
need to be an entrepreneur - 
that need to drive a company - 
the problem is - can you teach 
that - can you teach that? I’m 
not sure and I hope that’s not a 
negative, but I’m not sure you 
can. In terms of the people you 
meet in this industry - and the 
people that succeed in this 
industry - can you teach the 
difference? I’m not sure you 
can. I’m not convinced because 
you’ve got to be passionate and 
motivated. Can you teach 
motivation - can you? (Paul 
Bosco McEneaney, Artistic 
Director of Cahoots Nl)

1721 know designers would be 
much more willing and able to 
identify with that language.
Eight years ago when those sort 
of entrepreneurship modules 
were being developed, I think 
the fine artists would not have 
used that language to describe 
that. It was more embedded in 
the language of professional 
practice. (Professor Barbara 
Dass, Head of School of Art and 
Design, UU Belfast)

HEA and NESTA (2007a) asserted that creative industries students can be alienated

by the way enterprise education is packaged and marketed. They suggested that 

aspects of enterprise education should be made practically invisible to students by 
re-framing the terminology used.172 This certainly resonates with the approach
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taken to the delivery of enterprise education to Fine Art 

students at the University of Ulster. Head of the School of 
Art and Design explained that Fine Art students have a 

Professional Practice Module which runs through second and 

third year of their degree. Dass stated that although the 
language of entrepreneurship wasn’t used, this is where the 

enterprise agenda sits.

4.7.7 What Should Entrepreneurship Education Consist 
of?
During interviews, arts educators and practitioners 

commented repeatedly that the skills and attributes 

possessed by artists and creative people lend themselves 
very well to entrepreneurial activity.173 174 However, despite 

the multiple expressions of visual art and theatre 
practitioner’s entrepreneurial capacity, a number of educators

The ability to be self-reliant, 
to create your own 
opportunities, to acknowledge 
the growing sector of the 
economy that is going to be 
based on some kind of self- 
employment is something that 
students are going to have to be 
prepared for. And I believe if 
you were to invent a degree that 
did that, it would be drama. 
(David Grant, Lecturer in Drama 
Studies and Director of 
Education at QUB)

174 The ability to be an 
entrepreneur and see an 
opportunity, is the ability to see 
an opportunity in a painting, 
through that creative process. I 
don’t think you can detach it 
from the act of creativity...
Artists can be very successful 
people... Artists like to make 
money... like anybody else, they 
want to have a decent lifestyle. 
(Mark Ainsworth, Head of Fine 
Art, UUB)

asserted that students fail to recognise that what they are 
doing is entrepreneurial.175 176 Although the parallels 

between creating and presenting visual art or theatre to an 

audience and running a business were highlighted, it would 

be useful to increase students’ awareness of the 

entrepreneurial skills and abilities that they develop as a 

means of encouraging the self-efficacy that the Council for

175 Theatre, it is all about 
problem-solving, about being 
resourceful, about creating a 
product and presenting it to 
somebody in a way that they will 
really enjoy or get something 
from it. It’s kind of what 
business is about as well. It’s 
just really hard for artists to 
make the link that they are the 
same thing. (Des Kennedy, 
Theatre Director)

Industry & Further Education et al. (2008) consider an 

important part of enterprise education.

Director of the Market Place Theatre Armagh spoke of 

the need for students to have more knowledge about how to 

turn their creativity and aspirations into a business. She 

suggested that enterprise education for drama students 

should help them to put themselves or what they create into 

the marketplace. The philosophy of teaching students 

structures and processes to turn their artistic ideas into a

176 What you find in the creative 
industries is that the Humanities 
students sometimes don’t 
realise that what they are doing 
is entrepreneurial in their 
subject area, so it is important to 
bring that there. (David Gibson, 
Senior Teaching Fellow in 
Entrepreneurship, QUB)

177... entrepreneurship from a 
philosophical sense is about 
ideas and how you turn them 
into reality and how you 
monetise them... everyone has 
ideas, that’s certainly the case 
in the arts - you have to have 
ideas otherwise you are not 
going to work. You can teach 
them structures and process in 
how to turn ideas into a reality. 
(Hugh Odling Smee, Creative 
Producer, Kabosh Theatre
rNr»mnan\/\
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reality was endorsed by Hugh Odling Smee, who tutors Performing Arts students at 
Belfast Metropolitan College.177

Dr Tom Maguire, lecturer in Drama at University of Ulster Magee, suggested 

that enterprise education is about building self-efficacy among students and should 

be viewed as a conditioning process rather than a taught process. He suggested 

that instead of an entrepreneurial curriculum which is about teaching, it is preferable 

to provide an entrepreneurial context in which students are encouraged to think 

differently and take risks. He acknowledged that there needs to be structures in 

place to reward these kind of behaviours and outcomes, and recommended 

incorporating conditions for failure. Maguire warned that this is not easy in an 

academic environment where failure for students equates to paying more. Building 

in the conditions for failure must therefore be managed very carefully.

Maguire felt the conditions being created to cultivate autonomous learners 

were essentially the same as those needed to encourage entrepreneurial thinking.

He recognised that the deepest learning occurs when students transform their 
learning to produce new knowledge - a common goal of the autonomous learner and 

the entrepreneur. Jones and English (2004) recommend that enterprise education 
should emphasise risk-taking. Maguire, however, highlighted risk aversion as one of 

the main inhibiting factors for entrepreneurial learning. Maguire felt that this was a 

particular barrier for the students that his course attracted, claiming that many chose 

to stay in Northern Ireland because they did not want to ‘risk’ moving to another part 

of the UK or the Republic of Ireland. He proposed that there was a degree of 

conservatism built-in to those who stay at home to study.

In summary, despite concerns from gallerists over the potentially distracting 

effect that enterprise education could have on fine art students; practitioners, 

educationalists and students in the field called for explicit enterprise training at 

undergraduate level. The growing motivation among students to engage with the 

entrepreneurship agenda is attributable to the rising financial contributions they must 

make towards the cost of their studies and the resultant desire for a return on 

investment in terms of their employability and preparedness for professional practice. 

However, in their experience, visual arts practitioners claimed that tutors neglect to 

promote the commercial aspects of artistic practice. They claimed this leaves 

students ill-prepared for financial self-sustainability and instead primed for existence 

in the grants economy. These claims rang true among current students who seemed
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fixated on their potential unemployment or underemployment as opposed to their 

potential as self-sustaining free-lancers which is what many of them aspire to be.

Educationalists from the fields of theatre and visual arts deemed the 

packaging of entrepreneurship training as being crucial to making it palatable to arts 

students. They accepted that entrepreneurship education must be tailored to the 

specificities of various disciplines within the creative industries. Educators from both 

visual arts and theatre constituencies recognised the importance of raising student 

awareness of their entrepreneurial capabilities and creating an environment where 

students could self-actualise. As such, theatre educationalists saw entrepreneurship 

education as a conditioning process rather than a taught process. Theatre 

practitioners saw value in exposing students to structures that would allow them to 

turn their artistic ideas into a reality.
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Sub-question 4b: What are the current opportunities for entrepreneurial 
learning within HE Institutions in Northern Ireland and how does HE promote 

enterprise in the arts sector?

PREDOMINANT CODES HEADLINE THEMES

Professionalization / How it’s being 
framed currently

Entrepreneurship packaged as 
Professional Practice in Fine Art Course.

Pedagogy Parallels with autonomous learning.

Self-employment issues Preparing for employment versus self- 
employment.

When to deliver enterprise education / 
Support for entrepreneurship / Changing 
agenda

The legacy of NICENT’s enterprise-for- 
life approach.

QUB model / Bolt on /
Discipline specific/ Extra-curricular 
Activities

Using curricular enterprise activities to 
market extra-curricular enterprise
learning opportunities available through 
the Students’ Union at QUB.

How it’s being framed currently Staff cut backs and lack of resources 
eroding impact.

Pedagogy Drama at QUB.
Attention is placed on library-based 
research modules as opposed to active 
learning.

Position of the artist / Personal 
development plan

The wider employability and 
entrepreneurship agendas.

Levels and standards / Links to industry / 
How it’s being framed currently / 
Placements

Students learn how industry is organised.

Voluntary work /
Links to industry / Placements /
Mentoring

Observing practitioners and structured 
mentorship.

Careers advice Both students and staff critical of the 
University Careers Service.

Experiences of HE University rhetoric didn’t match student 
experience.
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Significance recognised

Teachers / Careers advice / Links to 
industry

UU model/ Embedded 

Pedagogy / Online modules

Teachers / Professionalization

Experiences of HE

See self as entrepreneur / Monetary

When to deliver enterprise education / 
Risk

Attitudes to being taught 
entrepreneurship / 
Confidence

Significance recognised

Motivation / Experiences of HE / 
Higher Education / When to deliver 
enterprise education

Drama students desired a more explicit 
approach to enterprise education.

Students call for industry professionals to 
deliver careers training.

Enterprise at UU.

Online learning modules developed to 
embed the entrepreneurship agenda into 
all undergraduate courses.

Professional Practice Modules designed 
to help students understand their practice 
in a professional setting. Use of guest 
lectures.

Self-directed learning.

Tensions around commercialising artistic 
practice.

Disjointedness between life inside and 
outside of the Art College.

Drama at UU.

Arts Administration Modules explicitly 
promote entrepreneurship and expose 
students to the hard business 
environment they will have to exist in.

Providing an entrepreneurial context.

Management of the resource affects the 
creative process.

Problem-solving / emotional intelligence / 
negotiating skills.

Students valued Arts Administration and 
Arts Entrepreneurship Modules and saw 
them as beneficial.

Initial scepticism.

Experiential group work, simulating 
industry realities.
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Discussion of Results Relating to Sub-question 4b:

What are the current opportunities for entrepreneurial learning within HE 
Institutions in Northern Ireland and how does HE promote enterprise in the 
arts sector?

4.8.1 An introduction to NICENT - Contextualising HE’s Approach

The Northern Ireland Government launched the Accelerating Entrepreneurship 

Strategy in 2003 which sought to promote entrepreneurship, innovation and creativity 

and encourage more people from all backgrounds to think and behave in 

entrepreneurial ways (Invest Nl, 2003) in Hegarty and Jones (2008). The Northern 

Ireland Centre for Entrepreneurship (NICENT), a partnership between the University 

of Ulster and Queen’s University Belfast was established to cater for the increased 

demand for innovation and creativity within Northern Ireland’s university courses. As 

one of the UK’s Science Enterprise Centres, NICENT formed a part of the UK 

Government’s strategy to add enterprise to Higher Education’s mission alongside 

teaching and research. Initially the NICENT partnership focussed its activities on 
commercialising university generated research within Science, Engineering and 

Technology Faculties. However, in 2007 the enterprise agenda was spread 
university-wide. Hegarty and Jones (2008) claim that NICENT embraced faculties 

aligned with emerging industry sectors such as the creative industries. By 

emphasising a broad interpretation of entrepreneurship that included not only new 

business creation but also the dimensions of social and academic entrepreneurship, 

an enterprise-for-life approach was used to underpin student learning at Northern 

Ireland’s universities. For NICENT the challenge lay in how to embed 

entrepreneurship within the university curriculum. Although both universities agreed 

on common learning outcomes, different strategies were used to pursue the 

enterprise agenda.

4.8.2 The Enterprise Education Milieu at QUB

As part of the NICENT partnership, Professor David Gibson was employed by 

Queen’s University in 2003 to introduce a new curriculum-based Certificate in 

Entrepreneurship Studies. The aims were to embed entrepreneurship skills into the 

curriculum of all non-business students throughout the University, and for students to 
develop ‘enterprise-for-life’ skills. His teaching model, called ‘venture-based
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learning’, allowed students to develop real-life business and 
social enterprises, and to reflect and learn from their success 

or failure. Gibson’s curricular approach was designed to 

reach more students than the university’s existing extra

curricular initiatives which comprise competitions centred 

around entrepreneurship.

4.8.2.1 A Customised Approach
At interview, Gibson explained that the original aim was to 

allow students to examine entrepreneurship in a customised 

fashion. By developing their entrepreneurial skills, it was 

hoped that more businesses and social enterprises would be 

created and that an entrepreneurial spirit would be cultivated 
among students. Through this customised approach, each 

individual course was examined to see how entrepreneurship 
could be related to its subject area and existing modules. In 
some cases entirely new modules were created.178 This 

approach chimes clearly with Gibb (2005) call for 

entrepreneurship education to be delivered in relation to the 
core subject being studied.

178 The easiest approach to 
delivery is generic fashion, 
which is what Ulster did. They 
put some stuff out of an 
entrepreneurship textbook 
online, asked some questions 
on it, that was it - 
entrepreneurship! We relate it 
to the subject area - how could 
we make it happen. (David 
Gibson, Senior Fellow in 
Entrepreneurship, QUB)

179 Now that the resources 
aren’t that good, I’m going to 
have to give up on my 
customised model - just 
customising a little bit in each 
situation and run more generic 
courses. (David Gibson, Senior 
Fellow in Entrepreneurship, 
QUB)

180... the main thing the VC 
leads on...Deputy Prime 
Minister Nick Clegg was here on 
Friday, what was the main 
message to Nick Clegg? We 
are Entrepreneurial University of 
the Year, which came out of 
what I did! Hilary Clinton came, 
what was the main message? 
Entrepreneurial University of the 
Year. (David Gibson, Senior 
Fellow in Entrepreneurship, 
QUB)

4.8.2.2 Link Between Curricular and Extra-curricular Being Eroded: According 

to Gibson, Enterprise Education in a university setting should be curricular and 

delivered through a compulsory module which would then be used as a platform to 

market extra-curricular enterprise-learning opportunities. However, Gibson revealed 

at the time of interview he was being forced out of this successful model of delivery 

due to a lack of resources at Queen’s.179 He claimed the link between the curricular 

and non-curricular was being eroded by staff cutbacks. He confided that working in 

an un-friendly environment, where he was fighting university politics had meant that 

institutional support was not being translated into the practical steps needed for the 

effective delivery of the enterprise agenda. Gibson warned that his model was 

successful because it linked both the curricular and extra-curricular. He felt that 
extra-curricular activities on their own, tend to have only a narrow reach.
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Gibson was frustrated that his model of entrepreneurship 

education was being disbanded, despite it having won 
Queen’s the title of Entrepreneurial University of the Year 
and being used in the university’s PR material worldwide.180 

This had not gone unnoticed by other teaching staff at 
Queen’s.181 Director of Education in the School of Creative 

Arts felt that the employability agenda being trumpeted by the 

university was not reflected in the actual ethos of the 

institution.182

On the subject of attracting Enterprise Champions, 

Gibson recognised that there would need to be an incentive 

base to encourage staff to become involved. He explained 

the challenges that this itself would present in a research-led 
university like Queen’s, where staff are promoted on the 
basis of their research activities.183 Gibson disclosed that the 

University Management Board wanted to find an increased 

number of teaching staff to act as Enterprise Champions 
across different faculties within Queen’s University. He 

revealed that the Management School to which he belonged 

were opposed to this, as they wanted the School to retain 

control of the enterprise agenda. Gibson felt that although 

these Enterprise Champions would be the face of Enterprise 

Education for the students they came into contact with, they 

would be supported by a central team from the School of 

Management who would be expert in the pedagogy

181 The distance between how 
the University celebrates his 
success and all these awards 
he gets, and the way they put 
Entrepreneurial University of the 
Year on the website, and the 
way in which the whole carpet 
has been pulled from under 
him... I didn’t know they had 
closed down NICENT until you 
told me...but you can see in a 
time of funding cuts that may 
seem like a trimming. (David 
Grant, Drama Lecturer and 
Director of Education, QUB)

182 The irony is that the 
University is telling us, the 
message is coming down from 
on-high: employability skills, 
employers networks, ‘emp’ 
words are very fashionable in 
the University at the moment but 
it is not reflected in the actual 
ethos of the institution...
Because there is an old- 
fashioned academic snobbery 
which people feel Russell Group 
Universities, which Queen’s 
subscribes to, do not do this 
kind of thing and I think it is very 
short-sighted. (David Grant, 
Drama Lecturer and Director of 
Education, QUB)

183 Ironically we were a 
university who should never 
have led in this area...It is 
difficult to get these champions, 
because people will do what 
provides them with... where the 
incentives are. (David Gibson, 
Senior Fellow in 
Entrepreneurship, QUB)

surrounding enterprise education.

Gibson backed the adoption of Enterprise Champions 

across all Faculties as it would help alleviate the staff 

resourcing problems that he faced as a lone enterprise 

educator wanting to customise the enterprise module for 

each degree pathway. Without the assistance of such 

champions, he was being forced by the Management School 

to run a combined programme for seven or eight academic

184 Working everywhere and 
making it customised makes 
you stretched, so if you don’t 
have resources... I’m now going 
to be forced to run a programme 
for seven or eight disciplines as 
an elective together - what my 
Management Head is forcing... 
and I totally disagree with it.
But if we only have me now, and 
another teaching fellow coming 
on board - being interviewed in 
November - that will help but it’s 
not enough. I need three full
time staff. Coventry University 
has twenty-four full-time 
enterprise education staff.
(David Gibson, Senior Fellow in 
Entrepreneurship, QUB)
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disciplines as an elective module. He saw this as a regression and was vastly
against the approach, but intimated that his hands were tied given the lack of staff he
had at his disposal.184 He did, however, acknowledge the 

positive steps that the University had taken to provide 

students with an incentive to engage with extra-curricular 

activities through the introduction of the Degree Plus 

certification awarded on student transcripts as a means of 

accrediting learning and skills developed through extra

curricular activities.

4.8.3 A Closer Examination of What Is Happening in 
QUB Drama:

4.8.3.1 The Educator’s Perspective
Director of Education within the School of Creative Arts, 

David Grant, acknowledged the difficulties in stimulating an 

entrepreneurial mindset among students in a research- 
focused institution like Queen’s, where most attention is 

placed on library-based research modules as opposed to 
active learning.185 Despite this, Grant recognised that the 

opportunities for group work and delivery of presentations in 

theoretical modules and the elements of team-building and 

problem-solving that this involves, maps onto the 
employability skills and entrepreneurship agendas.186 Gibb 

(2000), however, warns against confusing interpersonal skills 

with enterprise skills, stating that the general skills on their 

own are not enough for developing entrepreneurial 

behaviour.

Grant went on to explain in greater detail those 

aspects of the Drama degree at Queen’s which he felt

1B:3 Well, if you accept the 
connection I made between 
entrepreneurship and initiative - 
I mean we try and teach most of 
our courses with some 
acknowledgement of practice 
but I don’t really see how 
conventional library-based 
research modules can be said 
to stimulate entrepreneurship. 
They tend to be people working 
on their own, focused on critical 
thinking and research, rather 
than learning by doing, active 
learning. (David Grant, Drama 
Lecturer and Director of 
Education, QUB)

186 During a lot of our theoretical 
modules we would get students 
into small groups to work on 
presentations they are going to 
do together on a particular 
theme. Even at that level I think 
you are introducing an 
entrepreneurial idea. As I say, it 
does seem to map onto the 
employability skills agenda. 
(David Grant, Drama Lecturer 
and Director of Education, QUB)

187 You can’t just plunge in 
without knowing something 
about the structure which 
governs the activity. (David 
Grant, Drama Lecturer and 
Director of Education, QUB)

188 Once we get into third year - 
we have the independent 
projects module. I have to say 
that I am very disappointed 
personally, that the pendulum 
has swung away from a pure 
entrepreneurship, professional 
skills model, was what I always 
championed - towards a 
practice as research model. 
(David Grant, Drama Lecturer 
and Director of Education, QUB)

provided the circumstances for entrepreneurial learning to

occur. In first year, students devise their own performance

based on extracts from plays. Each scene has a student Director and Deputy Stage
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Manager. This process introduces students to how the industry is organised, which
in Grant’s opinion is an important knowledge base for any entrepreneur. He argued

that students must be taught the systems that govern the 
means of production, no matter what field they are in. He 

spoke of the need for students to understand the structures 

that govern theatre, before they can innovate and create their 
own.187

Grant pointed to the clear relationship between self- 

employment and entrepreneurship. As part of the 

undergraduate degree, students have the opportunity to 

negotiate placements and observe those practitioners who 

work in community drama on a freelance basis. Second-year

... the first of them [plays] 
was on last week. I just thought 
it was really dull because it 
seemed to be so focused on this 
research agenda and it seems 
to me that that is not instilling an 
entrepreneurship instinct - it 
may be instilling a research 
instinct and that is what 
universities do... I think it shows 
the tensions that exist. I think 
others might argue that the two 
are co-existent. I haven’t really 
found that. (David Grant, Drama 
Lecturer and Direction of 
Education, QUB)

students work alongside a professional director, costume designer, lighting designer
and composer to deliver one large production. He viewed this process as a

structured mentorship where students could learn from practitioners and contribute
to the production process. This clearly aligns with calls for a student-centred and 

action-oriented approach to entrepreneurial learning encouraged by Holmgrem et al. 
(2004).

Grant expressed his personal disappointment at the changes that had been 

made to the long-standing Independent Project Module, where the focus had shifted 
from developing professional skills and entrepreneurship to practice as research.188

The changes meant that it was no longer enough for students to produce a play. 

Instead, performances had to be justified in terms of a research question. Grant felt

this approach failed to instil an entrepreneurial instinct among students and served to

demonstrate the tensions that exist in delivering entrepreneurship education in a 
research-focused academic setting. 189
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4.8.3.2 The Student Perspective
Despite the University’s official rhetoric around 

Entrepreneurship, Drama students at Queen’s did not 

recognise that they were benefiting from enterprise-related 
modules.190 During focus groups with Drama students at 

Queen’s, participants stated their frustrations at not having 

access to such elements within their degree. Participants 

linked this paucity of business-related teaching to the 

theoretical nature of the Queen’s Drama course, suggesting 

that students did not make the link between soft skills and 

entrepreneurship. A more explicit, hard-edged approach to 

entrepreneurship education seemed to be desired. A recent 

graduate of Queen’s firmly agreed that drama students 

should be taught entrepreneurship and suggested that it 

would have benefited her career development and made the 
transition to self-employment easier.191

Focus group participants remarked that there was no 
sense that students would actually work in drama after 
graduating.192 They reported a general lack of preparation 

for employment.193 Much annoyance was expressed by 

students over the attitudes of the university’s careers advice 

staff, who apparently focus on the transferrable skills that can 

be gained from a drama degree but fail to explore 
opportunities within drama itself.194

We had a careers talk the other day and the woman 
went, “the first thing you should know is that you don’t 
actually need to have done a degree in anything else 
to be able to work in other fields. So it’s ok that you 
have done drama!” (Female Drama Student 4, QUB)

We haven’t been taught 
about business at all on this 
course... Nobody has had any 
classes in business here. 
(Female Drama Student 2, 
QUB)

191 If I had known the stuff I 
know now about setting up my 
own company I would have 
done it two years ago - I had to 
learn on the job, which is good, 
but had I known some of those 
skills leaving university it would 
have been so much better... I 
think it really is needed - 
definitely some form of 
entrepreneurship, definitely! 
(Patsy Hughes, Theatre 
Director)

192 You feel that you are being 
pushed away from any attempt 
at it all the time. “You can go 
and become an accountant, 
they will train you. Companies 
will train you in what you need 
to do when you go to them. It’s 
a degree - as long as you have 
a degree”. You’re going, “but 
my degree is in this!” I’m sure 
no one has ever walked into a 
medical seminar or a law class 
and went, “here don’t worry 
about the law degree - you can 
become this here with a law 
degree.” (Male Drama Student 
2, QUB)

193 They are not actually 
equipping us to be able to get 
employment. For me they are 
paying lip service to the whole 
employment thing. The only 
thing they keep saying again 
and again and again is, “if you 
get any less than a 2:1 it’s not 
going to be worth your while - it 
won’t be any good on a CV". It 
might not but the people I have 
spoken to who are working in 
any field, say that it is very 
rarely that they are asked about 
a degree. (Male Drama Student 
2b, QUB)

194 I don’t think faith is put in us 
that we are going to go on and 
do drama... Teachers, even the 
course reflects that. (Female 
Drama Student 1, QUB)
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One student suggested that careers advice should be 
delivered by industry professionals. The majority of others in 

the focus group supported this suggestion. According to 

reports from the focus group, the Careers Advisor seemed to 

be delivering generic information and did not understand the

... careers advice from 
people that work in the industry 
- because that woman who was 
giving us advice was giving us 
wrong statistics as well... I 
couldn’t really take her 
seriously. (Male Drama Student 
3, QUB)

specifics of the discipline.195

Grant spoke of his own frustrations surrounding the 

way the university’s Careers Service wanted drama and the 

arts to conform to the stability of the employment patterns of 

pharmacy, medicine and architecture. He alluded to the 

historic lack of acknowledgement of the self-employed 

dimension within the arts and claimed that the Careers 

Service failed to take into consideration the difference 

between the arts and the vocational subjects which offer 
predefined routes.196

1961 find even with our careers 
service, I get impatient with 
them. They want drama and the 
arts to conform to the stability of 
the employment patterns of 
pharmacy and medicine and 
architecture. It’s easy for them 
with vocational subjects to say 
this is what you’re doing. If 
you’re doing law there are 6 or 7 
routes to go down, but they are 
all about law! I think they are 
getting better now. For instance 
they never acknowledged the 
self-employment dimension at 
all and I kind of feel the same 
about any generic training 
structure. (David Grant, Drama 
Lecturer and Direction of 
Education, QUB)
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4.8.4 The Enterprise Education Milieu at University of 
Ulster: Enterprise-for-life
An interview with Pauric McGowan, Professor of 

Entrepreneurship and Innovation at University of Ulster, 

illustrated the enterprise agenda had been migrated out of 

the School of Business and Management and ownership

197 We took the view that we 
were migrating the enterprise 
agenda out of business and 
management where it tends to 
be traditionally lodged in 
educational institutions across 
the UK and indeed Europe and 
probably also the United States. 
(Pauric McGowan, Professor of 
Entrepreneurship and 
Innovation at UUJ)

passed onto the various faculties within the University of
Ulster.197 Initially efforts were focused on faculty members

within Science, Engineering and Technology but subsequently strategies were

devised to spread the entrepreneurship agenda to the Humanities and Social

Sciences.

It was agreed in collaboration with Queen’s that entrepreneurship would be a 

second-year module aimed at building awareness around entrepreneurship. 

McGowan explained that most people considered entrepreneurship to be about 

starting a business. However, UU adopted a wider enterprise-for-life agenda so that 
students would recognise that the principles around entrepreneurship could also be 

applied to growing an existing enterprise, engaging in social enterprise or community 

development. He acknowledged that new venturing was simply one outworking of 

enterprise in practice and that entrepreneurial people were active in all acts of life.
In order to propagate the enterprise-for-life agenda, McGowan devised a 

strategy to bring entrepreneurship learning outcomes into a wide variety of courses. 
Online learning modules were designed to wrap around the agreed learning 

outcomes, allowing entrepreneurship to be crafted into programmes. He was keen 

to stress that in this way, UU embedded the agenda into curriculum across faculties, 

as opposed to ‘bolting on’ the enterprise agenda. McGowan described the Queen’s 

approach as ‘bolt on’. He recognised that the entrepreneurship lectures, a Masters 

degree in New Venturing, and the Student Enterprise Officer employed by Queen’s 

had all been un-bolted in recent times.
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4.8.4.1 An Examination of How Enterprise Education is 
Framed in UU’s Fine Art Degree

A Suite of Professional Practice Modules
When asked what enterprise education consisted of in Fine 

Art, the Head of School claimed that enterprise education ran 

through students’ second and third years in a suite of

iaa I went around setting up 
exhibitions or inquiring how I 
would set up an exhibition. 
That’s how I learned to set up 
this (end of year show). I have 
gone to galleries and become 
more aware of how people set 
up their own exhibitions and 
things which has been a big 
help. (Female Fine Art Student 
3, UUB)

Professional Practice Modules. Dass admitted that although 

the language of enterprise and entrepreneurship was not 

used explicitly in the modules, these principles sat at the 

heart of helping students understand their practice in a 

professional setting.198 The modules cover how artists can

199 ... it is very much how you 
practice as an artist and how 
you operate in the environment 
and community and the various 
stakeholder groups that you can 
work with. (Barbara Dass, Flead 
of the School of Art and Design, 
UUB)

work with different sectors in the arts and promote 

themselves within those sectors.199 Attention is also given to 

improving students’ communication skills200 and advice is 

given on how to find funding for their work. These 

compulsory modules also use professional practitioners as 

guest lecturers. Students recognised the need for self-

200 Within the three years they 
will do three PowerPoint 
presentations. So - they start in 
first year not very articulate - 
not good communication skills. 
Get a student in third year - 
good communication skills. Not 
all of them, but some of them - 
brilliant! (Mark Ainsworth, Head 
of Fine Art, UUB)

directed learning during this aspect of the course and 

identified the importance of using their own initiative to find 

out what opportunities and avenues are open to them in 

relation to self-employment.201 This mirrors assertions by 

Garland and Garland (2001) who suggest that enterprise 

education requires the transfer of responsibility for learning 

from the instructor to the student.

Interviews with final-year Fine Art students at their end 

of year show, identified an unease around the concept of 

earning money from their artwork. Most of the students’

201 I don’t think they have 
covered everything but they 
have made it clear that some of 
the initiative has to be on our 
part. So I have been doing 
research on it, finding out what 
is out there. So I think I am 
somewhat prepared for the 
eventuality of being self- 
employed. (Female Fine Art 
Student 1, UUB)

2021 know when I’m making the 
work I don’t think about the 
money attached to the work. It’s 
all about the work. (Female 
Fine Art Student, UUB)

focus appeared to be on how they could attain grant aid and 

support from government bodies as opposed to considering 

how their work could exist in the market.202 203 Surely there is 

space for students to consider alternative business models 

that would support their artistic ambitions? Students reported

203 There are lectures on grants. 
There are open days where you 
can meet groups who would 
support you with money. I 
suppose it is the same as 
everything else on this course - 
it’s self-directed. It is very much 
up to you to research and make 
decisions yourself. (Male Fine 
Art Student 3, UUB)
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a disjointedness between how they were taught in the Art 

College to be creative and innovative yet expected to 

conform to the conservative norms of the art market upon 
graduation. They called for a bridge to ease this transition 

and felt that it would be beneficial to stay in contact with class 

members and tutors after leaving college. The apparent lack 

of exploration beyond grant aid could in part be attributed to 

the conceptual nature of the students’ work and its perceived 

distance from the established commercial art market in 
Northern Ireland.204 Some students credited this gap in their 

curriculum to the course’s predominant focus on the practical 

aspects of creating the work - especially when it comes to
one

assessment.

Residencies Still Wanting More
A number of graduate students each year are awarded 

residencies, where they benefit from rent-free studio space in 
the College. Those students who were current recipients of 

residencies or who had just completed residencies remarked 
that they would have liked more elements of professional 

practice within their degree to enable them to make more 

informed choices about which specific direction they would 
like to take their careers in after graduation.206 Furthermore, 

entrepreneurship was considered part of professional 
practice for the artist.207

204 I think the way you’re taught 
is quite different from the world 
whenever you come out in 
Northern Ireland. The market 
here for conceptual public- 
orientated work isn’t as great 
here as say the commercial 
market. (Female Fine Art 
Student 4, UUB)

2051 don’t think it’s really at the 
forefront of the criteria - what 
they want to push is the 
practical side as much as 
possible. (Male Fine Art 
Student 2, UUB)

2061 know it is a lot to juggle and 
I probably wouldn’t have wanted 
it - but to make it part of every 
module or semester a little bit at 
least. I knew I didn’t want to do 
teaching but there might be 
something else that I think I 
want to do that I don’t actually 
want to do but I haven’t tried 
yet. (Female Fine Art Student 
4, UUB)

2071 think it [entrepreneurship] is 
something that should be part of 
your professional practice. 
Especially that whole idea of 
knowing who your market could 
be, and who you are aiming it 
towards. Even the size you 
produce things - if you know 
who is going to be the recipient. 
(Female Fine Art Student 2, 
UUB)
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4.8.5 An Example of How Enterprise Education is 
Perceived in UU’s Drama Degree
Professor Carole-Anne Upton pointed to the series of 
modules in Arts Administration as explicitly promoting 

entrepreneurship within the Drama degree at University of 

Ulster Magee (UUM). These modules were principally 

concerned with teaching students how to turn a broad 

concept or an aspiration into something which is going to be 

presentable to potential funders and have a legally viable and 

sustainable basis. To do that, Upton contended that students 

needed a variety of information and skills about how to

208 Some risk assessment would 
be part of that. Grant 
applications, preparing 
presentation of ideas, 
negotiation skills, all of those 
things that place them as artists 
in quite a hard business 
environment and how they can 
actually survive in that 
environment. I think that is very 
important because that is the 
kind of environment where they 
are going to have to exist in 
order to do the more creative 
work which is what is 
presumably driving most of 
them. (Carole-Anne Upton, 
Professor of Theatre Studies, 
UUM)

present an idea and consider risk.208 Upton was confident 

that the realistic approach which makes students consider 

how the business of theatre sustains itself, benefits students.

Dr Tom Maguire provided a valuable insight into how 

the Drama degree course at UUM tries to set the agenda and 
conditions for students to think entrepreneurially. First-year

209 ...we’re saying, “be as 
creative as you want but you 
have to do that to a deadline 
and produce a product at the 
end”. So that starts to get us 
into a way of thinking about 
connecting creative thinking to 
outputs that are recognisable, 
tangible, material outputs. (Dr 
Tom Maguire, Senior Lecturer in 
Theatre Studies, UUM)

students who usually are coming straight from secondary 
school and accustomed to receiving a body of knowledge are 

challenged to 'think for themselves.’ In the second year, 

students are given a series of processes and means of either 

making new work or engaging with existing work. The Arts

210 So that ability to say - what 
is it I want to do, how do I want 
to create a stake in this, seems 
to me, to be absolutely what an 
entrepreneur does. (Dr Tom 
Maguire, Senior Lecture in 
Theatre Studies, UUM)

Administration Module that Upton spoke of is part of this effort. A module on

Production Processes exposes students to how businesses operate and what

processes are involved. An emphasis is placed on how the management of the 
resource affects the creative process.209

Maguire claimed that in the second year of the degree, students’ capacity to 

overcome problems and deal with the unexpected is developed. There is a strong 

emphasis on emotional intelligence that allows students to move beyond simply 

commanding things to happen in a hierarchical way. Instead efforts are made to 

equip students with the negotiation skills and influencing strategies that help them to 
realise a project.210 Maguire believed this helps student develop the self-efficacy to 

bring things round to their way of thinking which is what an entrepreneur does.
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Indeed in Maguire’s eyes, the building up of confidence within students so that they 

can negotiate with their peers and the teaching staff is central to building their 

entrepreneurial capacity. He explained that by third year, a lot of the work 

undertaken across the curriculum is negotiated. Students negotiate modes of 

assessment, learning outcomes, and even essay titles with teaching staff. Maguire’s 

thinking resonates with the literature on entrepreneurship education which 

recommends an interactive pedagogy, leaving the initiative to the student. 

(Duchenaut, 2001).
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4.8.6 What Drama Students at University of Ulster Felt 
about Their Exposure to Enterprise Education
Drama students at the University of Ulster study an Arts 

Administration module in the second year of their degree and 

another titled Arts Entrepreneurship in the third year. In a 

focus group students collectively acknowledged the 
relevance of these modules211 and expressed the value that 

they placed on them, despite initial scepticism.212 It was 

clear from speaking to the students that they had been 

exposed to the concept of new venture creation.

They taught us skills that we need to get our own 
ideas up and running, not just joining somebody 
else’s. (Magee Drama Student)

Students explained that in the Arts Administration module 
they were guided through how to present a business plan. 

They worked in groups to deliver a funding application to a

211 Female 1: You cover the 
entire process from marketing 
right through to the completion 
of the project. Male 3: How to 
set up your own business from 
the ground up. Basically 
everything that you need to 
know. (Extract from focus group 
with Drama Students at UUM)

212 People at first were like, “why 
do we need to know this”. But 
when we got into it, they were 
like, “oh flip - this actually does 
make sense!” And when we 
were doing our own portfolio of 
a play we were putting on, we 
realised how hard it was - who 
is going to come and see your 
play and how do you attract 
those people in your poster? 
Where do you advertise? It was 
interesting to see how many 
different areas you need to look 
into for a business plan - it’s not 
just our idea and there you are. 
We all really benefited from that. 
(Female Drama Student 1,
UUM)

hypothetical Arts Council. This exercise was complemented 
by students being encouraged to compile a portfolio in which 

they considered how they would market a theatrical 

production and budget accordingly, taking into consideration 

staffing issues and income generation from ticket sales. This 

experiential approach to enterprise education mirrors Gibb’s 

(2000) call to immerse students in a process that allows them 

to experience at first hand the entrepreneurial flavour of 

business and Martin and Laing’s (1983) claim that effective 

entrepreneurship education should be active and allow 

students to demonstrate their learning through skills attained 
and attitudes developed.213

It transpired that the problems experienced with the 

careers service at Queen’s resonated with drama students at 

UU. Those keen to pursue a career in drama at the 

University of Ulster reported negative and dismissive 
attitudes from the Careers Service.214 215

213 It was just thinking about 
business realistically - we can’t 
just walk in and say, "we have 
this idea.” It was about thinking 
practically, what all you need. 
And you need to think of it first 
before you ask, otherwise they 
would be like, “no!” It was 
giving us the harsh reality that it 
is hard. (Female Drama Student 
2, UUM)

214 Although there is a careers 
adviser, well she’s meant to be 
a careers adviser... as soon as 
you go to her and say you want 
to be a drama teacher she goes, 
“Ah don’t do that.” If you go, “I 
want to create a theatre 
company,” she’ll say, “Don’t be 
doing that because there is no 
facilities in the university.” I 
asked her about wanting to be a 
drama teacher and she said to 
me, “Well I would advise you to 
do something like law.” (Female 
Drama Student 5, UUM)

215 She told me I should be an 
accountant. I told her I didn’t 
want to be an accountant - if I 
did want to be, I would have 
done accountancy. (Female 
Drama Student 4, UUM)
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In summary, a concerted effort has been made to promote enterprise within 
Higher Education in Northern Ireland over the past decade. Despite the NICENT 

partnership between the region’s universities having ended, a legacy of'enterprise- 

for-life’ remains at both Queen’s and University of Ulster. Research revealed the 

different approaches taken to delivering enterprise education at both institutions. 

Queen’s University favoured a curricular, venture-based learning approach, 

customised to the students’ discipline and linked to extra-curricular enterprise

learning opportunities. However, recent cut-backs were unfastening the links 

between the curricular and extra-curricular and forcing a more generic approach to 

the delivery of enterprise education. Drama students claimed that the link to the 

entrepreneurship agenda was missing in their course. They felt business-related 

teaching and preparation for employment had been neglected in favour of a 

theoretical approach to Drama Studies. Many of the challenges faced at Queen’s 

stemmed from difficulties associated with stimulating an entrepreneurial mindset 

among students in a research-focused academic environment.
The University of Ulster’s use of online learning modules was designed to 

embed the entrepreneurship agenda into the curriculum of all undergraduate 

students across the university. Although useful to spread the entrepreneurship 

agenda university-wide in the first instance, lecturers within both Fine Art and Drama 

had taken appropriate content from these modules off-line and embedded concepts 

into Professional Practice modules specific to their disciplines over the years. Both 
students and staff praised the Drama degree’s Arts Administration and Production 

Processes modules for promoting entrepreneurship by exposing students to 

structures that could help them make their artistic ideas a reality. Students were 

given hypothetical situations and learned through experience and trial and error, as 

recommended by Boussouara and Deakins (1998). Staff also recognised the 

importance of creating an environment where students could develop the 

interpersonal skills and self-efficacy required to self-actualise. Academic staff 

involved in the Fine Art course claimed that entrepreneurship education lay at the 

heart of the degree’s Professional Practice modules.

Drama students at both institutions reported a missing link between the 

entrepreneurship agenda and the university careers service. Careers Advisors for 

Fine Art and Drama students at both universities were accused of not considering 
that employment patterns of arts graduates were different to those of graduates from
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vocational degree courses. Students felt that practitioners would be best equipped 
to advise them on the nuances of professional practice.



Su b-question 4c: What provisions should be made to better equip students 
from an arts background with the appropriate skills to make a contribution to 

the creative economy?

169

PREDOMINANT CODES HEADLINE THEMES

When to deliver enterprise education / 
Attitudes to being taught 
entrepreneurship / education for 
creativity / Embedded

Majority support from students and 
educators for entrepreneurship education 
at undergraduate level.

Post-graduation provision A desire from educators for 
complimentary enterprise education 
programmes for arts students after they 
graduate.

How it’s being framed currently UUB’s Artist-in-Residence scheme an 
example of postgraduate enterprise 
education provision.

Against teaching art students business Some educators believed enterprise 
education was a distraction at 
undergraduate level.

Pedagogy / Discipline specific The preferred pedagogical approaches 
for enterprise education.

Online modules / UU model Use of e-learning to spread the 
enterprise agenda at UU.

Links to industry / Placements / 
Mentoring

Working with industry partners to deliver 
experiential learning.

Teachers / Self-employment issues / 
Careers advice / Parallels to other
SMEs

The arguments for and against the use of 
arts practitioners to deliver enterprise 
education to arts students.
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Discussion of Results Relating to Sub-question 4c:
What provisions should be made to better equip 

students from an arts background with the appropriate 

skills to make a contribution to the creative economy?

4.9.1 When to Deliver Entrepreneurship Education
There were majority calls from arts students to have 

enterprise education featuring as early on in their degree as 

possible, to ensure that they are better prepared upon 
graduation.216 Most educators also called to keep enterprise 

education as part of the undergraduate programme. Carole- 

Anne Upton from UU Magee’s Drama Department argued 

that the course claims to be industry relevant and as a result 

must emphasize contemporary practice. Upton stressed the 

importance she placed on students understanding how their

Enterprise education should 
be built into you as you go 
along. That prepares you step 
by step for what's going to 
happen, so when you graduate, 
you constantly know what 
direction you are going in and 
how you are going to get there 
and what you need. It should 
be already there. (Female 
Drama Student 1, UUM)
217

You want students... to 
understand how the context and 
the work fit together. I always 
say it’s not an afterthought - it’s 
something that often determines 
how the work is made and the 
way that it survives, develops 
and travels. We’re always 
getting them to look at that. 
There probably is a need for on
going development in all 
aspects of being a practitioner. 
(Carole-Anne Upton, Professor 
of Theatre Studies, UUM)

work sits in a professional context.217

Others felt that this provision should be complemented 

with a dedicated entrepreneurship programme after 

graduation or during an available break at undergraduate 
level.218 It was suggested that this could be sponsored by 

Invest Northern Ireland or a Local Enterprise Development 

Unit. Those responsible for delivering enterprise education 

at QUB spoke of the need to support graduates in the period 

after they leave the university setting. David Gibson (Senior 

Teaching Fellow in Entrepreneurship) felt that it can be 

haphazard how students find their way after graduating and 

suggested that there was a two-year window of opportunity to 

provide recent graduates with mentoring and enterprise 

seminars.219 Despite his strong belief in the need for such 

provision, he contended that bureaucratic and financial 

restraints would prevent this from occurring.

2181 think entrepreneurship 
would be best taught following 
or before or during a work 
placement. It’s a mindset. 
Students have no concept of the 
public administration system 
unless they are sociology or 
politics students - they haven’t 
a clue... I hadn’t a clue how this 
place actually ran itself and 
organised itself. You need to 
understand that, in order to be 
able to make it work for you. 
(Anne McReynolds, CEO The 
MAC, non-profit arts centre)

219... the people who should be 
brought in should be those who 
have graduated in the past two 
years. We should be putting on 
mass seminars. Where are you, 
what have you been doing, 
where do you want to go? This 
is when they need more 
mentoring. When they leave 
university, it can be haphazard 
how they find their way. The 
bottom line... I believe strongly 
that there is a real need to do 
something there... but the 
bounds of bureaucracy... (David 
Gibson, Senior Teaching Fellow 
in Entrepreneurship at QUB)
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Barbara Dass provided an insight into ULTs School of 
Art and Design’s wider commitment to postgraduate 

education, explaining how the School’s Artist-in-Residence 

Programme brings back graduates and provides them with 

continuing professional development (CPD) opportunities 

connected to entrepreneurship and innovation. She also 

explained that the School was developing flexible learning 

programmes which would foster entrepreneurship, academic

220 At the moment you either 
sign up for a Masters which is 
quite a big commitment 
financially and time-wise, or you 
don’t do anything. So we’re 
really trying to change that and 
provide different types of 
programmes which people can 
afford, where they can come in 
with ideas for concept for 
products and we can develop 
that. (Professor Barbara Dass, 
Head of the School of Art and 
Design at UUB)

enterprise and the professional skills agenda among 
postgraduate students.220

Michelle Rusk, Lecturer in Design Management at the 

University of Ulster was against the provision of 

entrepreneurship training at undergraduate level, particularly 

for creative arts students. She contended that this would 
interfere with students finding their creative signature.

Instead Rusk asserted that provision should be at 
Postgraduate level.221

Although there was over-riding support for providing 
entrepreneurship education to arts students, opinion was 

divided as to whether it should be located within 

undergraduate or postgraduate pathways. What did become 

clear was that for those serious about establishing their own 

enterprise, it was also considered desirable to have access 

to advice, mentoring and enterprise education during the 

trasitionary period when leaving the university environment.

221 I don’t think we should mess 
about with them learning their 
creative signature at 
undergraduate level. For me it’s 
straight forward to be able to 
apply your creativity in a 
management setting. It's about 
dynamism and all that. But it’s a 
lot harder to foster a creative 
signature and then find their 
element, but those are not 
negotiable. People need to find 
their element. Without their 
element they are always flotsam 
and jetsam. If they find their 
element, then you can build 
anything on that. (Michelle Risk, 
Lecturer in Design Management 
at UUB)

222 So I think it’s really much 
better if it’s tuned into the ear of 
the listener in a more sensitive 
way than to sort of parachute in 
rhetoric. Case studies and 
concepts couched in business 
without recognising the local 
constituency I think would cause 
it to grate on the ear, to grate on 
the mind. (Pauric McGowan, 
Professor of Entrepreneurship 
and Innovation at UUJ)
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4.9.2 Pedagogical Approaches to Entrepreneurship 

Education

4.9.2.1 A Tailored Approach
The literature makes a strong case for the benefits 

associated with tailoring entrepreneurship education to the 

discipline being studied. The majority of educators 

interviewed, reflected this concept also. They recognised the 

importance of tuning delivery to the ear of the listener and 
using case studies that recognised the local constituency.222 

Pauric McGowan, Professor of Entrepreneurship and 

Business Development also highlighted the importance of 

tailoring entrepreneurship education as a means of 

engendering a sense of ownership by the faculty, so that 

entrepreneurship becomes part of their agenda.

4.9.2.3 Studio-based Learning Techniques
Michelle Rusk, Lecturer in Design Management at UU Belfast 

reflected on the use of studio-based methodologies for

223 The pedagogical style is to 
create a community of practice, 
communities of learning where 
people learn from each other 
and everybody’s point of view is 
valid. (Michelle Rusk, Lecturer 
in Design Management at DUB)

224 In a classroom people can 
be told the skills they need for it 
and maybe through group work 
they have to deliver those skills. 
But you need to be put on a 
placement - even if it was only 
something small to experience 
what it was like. (Male Drama 
Student 2, QUB)

225 We get inundated with 
requests and that is the best 
way to learn - be hands-on and 
have someone sitting in a 
rehearsal room and watch 
rehearsals. Those types of 
bursaries need to be available - 
for young people. And that 
exists much more in the South 
and in London - we just don’t 
have it here. (Paula McFetrigde, 
Artistic Director of Kabosh 
Theatre Company)

nurturing future entrepreneurs. She advocated that the methodology of trial and

error, learning by doing, practice and repetition used by artists in the studio could be

successfully applied to the training of nascent entrepreneurs. Rusk called for a

community of learning where students could learn from each other in an egalitarian 
situation.223

4.9.2.4 The Need for Experiential Learning
The Director of the Market Place Theatre Armagh encouraged students to access 

venues and production companies as part of their enterprise education. She claimed 

that opportunities to learn on the job were probably the most valuable. Hegarty 

(2006) pointed to the benefits of working with industry partners to provide enterprise 
scenarios which are as close to real-life situations as possible.224

Potter Adam Frew spoke of the importance that he placed on his work- 

experience in a pottery in London. His placement there gave him an understanding 

of a working pottery and how it ran as a business. He also claimed that it helped to



173

shape his focus as to what he wanted to do post-graduation. 
The Artistic Director of a non-profit theatre company agreed 

that placements and internships are invaluable, but was 
concerned that the under-resourced independent theatre 

sector in Northern Ireland cannot cope with demands for 
such placements.225

4.9.2.5 E-learning at UU: A Case Study

The introduction of e-learning modules helped to embed 

entrepreneurship education into undergraduate courses at 

the University of Ulster on a large scale and within a short 
period of time.226 As part of NICENT’s drive to disseminate 

the enterprise agenda, the University of Ulster chose the 

WebCT environment as it did not have the resources to 
sustain a teaching remit for all target faculties. Although 

interview participants acknowledged e-learning was a useful 

and efficient way to disseminate the entrepreneurship

We needed to demonstrate 
that we could get higher 
numbers of students aware of 
the agenda. So we needed a 
strategy that would allow us to 
get to casts of hundreds if not 
thousands. And at Ulster we 
decided the most efficient way 
to do that would be to develop 
online learning modules. Online 
learning modules were good 
because it meant that Joe 
engineer or Jane scientist could 
take the online learning module 
and place it into an early part of 
their degree programme - 
Second Year - not the year that 
defines classification, but one 
where we could actually start 
intervening. (Pauric McGowan, 
Professor of Entrepreneurship 
and Innovation at UUJ)

227 The idea that we would have 
an entirely online experience of 
a module has for a long time 
been seen as anathema to what 
we would do in Drama where 
our emphasis is on live 
performance. (Tom Maguire, 
Senior Lecturer in Theatre 
Studies, UUM)

agenda in the first instance, some lecturers were critical of its 
suitability for engaging arts students.227 According to 

Hegarty and Jones (2006), whilst the WebCT environment 

can facilitate a comfortable action-learning zone, 

entrepreneurship education needs personalisation and 

industry engagement. What appears to have happened at 

UU is that lecturers have taken relevant material from the e- 

learning module off-line, refined it and made it more 
appropriate to their discipline.228

The course was administratively too heavy so we had 
to simplify our delivery. What we did was took the 
elements we liked from that type of entrepreneurship 
education and we combined it with things which we 
thought were relevant and engaging to our course and 
we delivered them as part of a larger module called 
The Business of Design. (Liam McComish, Lecturer in 
Design at UU Belfast)

228 ... I think they ran it 
[entrepreneurship e-learning 
module] for a couple of years 
but it was very generic. I think 
what really happens then is 
people take that content and 
make it more appropriate to 
their discipline or industry. It 
was a useful way several years 
ago that was around and I think 
some courses have that online 
module in place, but what that 
team did in the last revalidation 
process was to incorporate that 
material in an ongoing basis in a 
lot of the projects that they 
would have run. (Barbara Dass, 
Head of School of Art and 
Design, UUB)
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4.9.2.6 Mentoring and Apprenticeships
Mentoring and apprenticeships were heralded by 

practitioners as valuable mechanisms to help young arts 
practitioners to establish their own enterprise.229 Mike Duke 

of Tinderbox took this a step further and suggested that 

company mentoring could provide new theatre companies 

with an excellent opportunity to up-skill to meet the realities 
of the real world.230 When like-minded young artists meet, 

quite often the next step is to create a company. Duke 

contended that it was unlikely that new theatre companies 

would get funded in the foreseeable future since old 

companies were getting unfunded as a result of funding cuts. 

Rather than letting these passionate young groups disband, 

he suggested a company mentoring scheme as an 

alternative. He felt Tinderbox could reasonably take a new 
company under its wing, allowing its members access to 

company resources and premises and prepare them for the 
realities of eventual independence.

The Director of non-profit gallery, Golden Thread, 

spoke of a Graduate Student Residency Programme that he 

ran when he was involved in another non-profit art gallery. 

This programme offered recent graduates a studio free for a 

year and offered them monthly sessions where they could 

discuss their professional development and how their 

practice could be sustainable.

If I’d had somebody that 
could have shadowed or at least 
had... It’s like in the visual arts, 
there’s lots of interesting 
projects and once they begin, 
grow, develop, they happen, 
they’re over-boom... next 
interesting project begins, 
grows, develops... it’s like we’re 
continually reinventing the 
wheel. We really are. Without 
any sort of ladder down to the 
younger generation it’s lost... A 
lot of wasted learning. I dunno. 
You’ll probably find lots of artists 
willing to take on apprentices if 
there was, like in the apprentice 
system, they were paid to do so. 
(Rita Duffy, Visual Artist)

2301 think in that way a group of 
artists could start to see... and I 
think it would surprise them how 
much would lie ahead of them in 
terms of administration and 
fundraising if they want to go 
down the route of having full
time premises. (Mike Duke, 
Artistic Director, Tinderbox 
Theatre Company)
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4.9.3 Teachers
Theo Simms, Director of the Context Gallery felt that those 

charged with teaching visual art and drama students 

entrepreneurship, needed to have experience of the arts and 
an appreciation of artistic practice.231 Peter Richards of 

Golden Thread Gallery went a step further and suggested 

that tutors are best when they are practising professionals 
who are willing to share how their profession works.232

231 It has to come from artists 
who are doing it. I don’t 
necessarily believe it should be 
coming from people who are 
trained in a marketing 
background in a university 
because they might not have a 
relevance or an understanding 
of what the practice is and in 
terms of expectations of a 
gallery. (Theo Simms, Director, 
Context Gallery, non-profit art 
gallery)

Wedgewood in DCMS (2005) advocates the use of 

specialist teachers to deliver enterprise education at HE 

level. She views employing ‘teacher-practitioners’ as crucial 

to ensuring course content and delivery are aligned with real 
world practice.233 Many in the sample saw value in providing 

visual art and drama students with access to professional 
practitioners who could offer them tailored, industry-specific 

advice as a means of encouraging entrepreneurial 
capacity.234 One student at Queen’s recognised that 

although practitioners visited and gave guest lectures to 
drama students235 they only taught about creative choices 

and did not discuss employment issues. This would suggest 

that Higher Education should brief guest practitioners better 

on their role in fostering entrepreneurial capacity among 
students.236

The Drama Officer at the Arts Council of Northern 

Ireland warned that care must be taken when selecting arts 

practitioners to act as guest lecturers. Not all of them will 

have the ability to inspire or have the experience of achieving 
business success.237 A drama student felt that guest 

lectures should not just be given by arts practitioners. He felt 

that experienced entrepreneurs from various disciplines 

could inspire drama students and provide them with basic 
information that could help them to realise their ideas for a

ooo
new venture.

232 In the Art College, the tutors 
are best when they are 
practising professionals. But 
they are best when they are 
practising professionals who 
understand how it works and 
are willing to share how it works 
and not just what is work.
(Peter Richards, Golden Thread 
Gallery, non-profit art gallery)

233 Giuliano is experienced in 
Italy - he's like ran his own 
business. He has full-on 
experience - he was teaching 
us and drawing back on 
different experience. He had so 
much there that he could use 
from his own experience. 
(Female Drama Student 2A, 
UUM)

234 There are some lecturers in 
Queen's that have never worked 
professionally in theatre - they 
are lecturers and they are 
lecturing about professional 
theatre although they don’t have 
experience of it - so to get one 
hour with somebody that knows 
their craft, that knows the ins 
and outs of a theatre company - 
that is invaluable and that is the 
type of stuff that inspires people 
to want to be like them in two 
years from when I graduate. 
(Male Drama Student 1A, QUB)

235 In second year and third year 
we will get professional 
practitioners come in - lighting 
designers, set designers, a 
stage manager, someone who 
does costume and they are all 
very good - but they are 
teaching us about the creative 
choices. (Male Drama Student 
1B, QUB)
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In summary, the majority of students and educators 
from visual arts and drama courses interviewed, considered 

enterprise education an important aspect of preparation for 

professional practice which should be delivered at 

undergraduate level. Educators favoured an action- 

orientated, problem-based learning approach which is 

tailored to the primary discipline of the student. Supporting 

graduates with enterprise training in the period after they 

leave the university setting was also recognised as desirable. 

Mentoring and apprenticeships, for example, were 

considered useful mechanisms to help young practitioners 

establish their artistic practice. Arts professionals 

championed the importance of student placements but 
warned that the under-resourced arts sector in Northern 

Ireland could not meet the demand for these. Practitioners 
and students were united in their call for teacher-practitioners 

who could provide students with tailored, industry-specific

2Jb... the universities aren’t 
instructing them to teach us 
about getting a job in theatre, 
what are working conditions like, 
who do you go to if you have a 
problem, what are the hours, 
what is the pay, what is 
expected of you, what are the 
dos and don’ts. We are just told 
about the creative choices in 
relation to the project that we 
are doing at the time. (Male 
Drama Student 1B, QUB).

2371 think being exposed to 
good business people and 
entrepreneurs... inspiring people 
and giving them different 
models and different 
approaches to entrepreneurship 
and giving people an idea of 
how things can work in the 
business environment... yeah I 
would say inspirational - talks 
and speakers... I wouldn’t be 
convinced that a practitioner 
would be the best - you’d have 
to find a successful practitioner. 
(Gilly Campbell, Drama Officer 
at ACNI).

advice as a means of encouraging entrepreneurial activity. 

However, participants stressed the importance of choosing 
practitioners who have experience of achieving business for 

this role.

238 If you get someone who is 
an entrepreneur and knows 
business - who is good with 
money or someone creative 
who has ideas... I think they 
could inspire students. I think 
there are students who have 
ideas but don’t know who to see 
about them. If someone could 
come in and help you. (Male 
Drama Student 1A, QUB).
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PREDOMINANT CODES HEADLINE THEMES

Teaching / Challenges for enterprise 
education / Can it be taught?

Challenging the stereotypes and making 
enterprise relevant to artistic practice.

Against teaching arts students business 
/ Concepts of value in the arts / 
Enterprise and artistic vision go hand in 
hand / Need for changing business 
models

Academic staff politically opposed to 
commercial agenda.

Attitudes to being taught
entrepreneurship / Motivation /
Teaching

Academic staff suspicious of what they 
perceive as a top-down government- 
driven agenda.

Why should it be taught? Not all arts students interested in or 
motivated by enterprise agenda.

Entrepreneurship exists only in a 
hypothetical landscape for students.

What should be taught? Teaching time limited.

Changing agenda Changing the 'must get a job’ mindset.

Challenges for enterprise education Research-led universities focus most 
attention on library-based research.

Risk / R&D / Levels and standards Academic institutions favour clear 
measure of assessment and 
conventional approaches to teaching and 
learning.

Postgraduate provision Lack of funding impacts sustainability of 
entrepreneurship education and 
likelihood of postgraduate provision.
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4.10. Discussion of Results Relating to Sub-question 4d:
What challenges exist for those tasked with delivering 
entrepreneurship education?

4.10.1 Challenging the Stereotypes - Making it Relevant
Those who lead enterprise education at both Queen's 

University and University of Ulster reported facing opposition 

to their work. Head of Entrepreneurship at QUB, David 

Gibson, reported that students’ perceptions of the enterprise 

agenda equated to capitalist stereotypes and visions of the 
popular TV series The Apprentice.239 He spoke of the need 

to communicate to arts students the relevance of the 

enterprise agenda for their artistic practice, to counteract the 

harmful stereotypes which art students find alienating and 
unattractive.240

Professor Pauric McGowan, responsible for leading 

the entrepreneurship agenda at University of Ulster explained 
that universities are not yet comfortable with the notion of the 

commercial agenda. From his experience at the University of 
Ulster, teaching staff across faculties often showed 

resistance towards entrepreneurship training until it was 
framed as an enterprise-for-life approach.241 He felt that this 

was particularly the case in creative arts subjects where

Many arts students fear 
they’re being taught capitalism. 
They think of The Apprentice. 
The tension lies in case that 
they are not being taught purely 
art until they realise the 
relevance and importance.
They fear they’re being taught 
capitalism... almost trying to turn 
them into one of those horrible 
people you see on The 
Apprentice where money is God 
and nothing else matters. (David 
Gibson, Senior Teaching Fellow 
at QUB)

240 MA students want to 
embrace [entrepreneurship] 
concepts. They realise it’s 
about using [enterprise skills] to 
get where they want to be as 
opposed to fitting societal 
notions of what an entrepreneur 
is. They want to put on an 
event, not run a worldwide 
business. (David Gibson, Senior 
Teaching Fellow at QUB)

241 ... there is an impurity 
perceived about money, about 
profit, about earning a living 
through selling things to people. 
That's true within the University 
of Ulster. It was an agenda that 
had to be clarified. I had to 
bring it back to the discussion 
about enterprise-for-life. (Pauric 
McGowan, Professor of 
Entrepreneurship & Innovation 
at UUJ)

students felt they were creating something of considerable 

personal value and did not like the idea of someone trying to 
put a price on what they do.242 He spoke of the tensions 

between the ‘purity of creation and the corruption of money’.

McGowan’s depiction of a staff body suspicious of the 

enterprise education agenda rang true in discussions held 
with arts educators at the University of Ulster.243 244

242 There is this suspicion that 
the enterprise agenda is some 
sort of shady villainy that’s 
creeping into the pure courses 
of all universities and I feel that 
perhaps - just an assumption 
on my part that creative, 
innovative people are creating 
something that is perceived by 
them to be of considerable 
value, and you can hardly put a 
price on it because it is so 
personal. And here is someone 
trying to put a value on it and 
somehow there is a tension 
between this purity of the 
creation and this corruption of 
money. (Pauric McGowan, 
Professor of Entrepreneurship & 
Innovation at UUJ)
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Despite these suspicions of the government’s 
approach to enforcing the entrepreneurship agenda on 

Higher Education, Dr Tom Maguire (Drama DU) 

acknowledged that teaching staff wanted to see their 

students working after graduation. He contrasted the 

government’s top-down initiatives to the bottom-up approach 

taken by teaching staff who encourage students to make new 

work and develop new companies, especially when their 
work does not fit into an existing structure.245 Maguire felt the 

main challenge for those charged with delivering enterprise 

training to creative arts students was how to translate the 

creativity developed through the degree course, into practical 

business models that can be taken forward as students 
graduate.

4.10.2 Student Motivation
Northern Ireland Manager of Creative and Cultural Skills, the 

licensed Sector Skills Council for the UK’s creative and 
cultural industries, recognised that many students may not

243 First of all (entrepreneurship) 
is a very dirty word... its agenda 
has been set largely by top- 
down initiatives. So central 
government in the UK have 
decided that they want what 
they would call a number of 
entrepreneurship and 
entrepreneurial skills... and then 
have created that agenda which 
has been taken on-board by 
universities. (Dr Tom Maguire, 
Senior Lecturer in Theatre 
Studies, UUM)

2441 am not running a course on 
entrepreneurship, I am running 
a course in Fine Art. (Mark 
Ainsworth, Director of Fine Art, 
UUB)

245 We recognise students that 
are very talented and whose 
work will not fit into the existing 
structures. So we want them to 
be going out and making new 
work and developing 
companies... So it's a dirty word 
because the top-down element 
of it is something which I feel 
suspicious of... on the other 
hand it is absolutely what we 
would want students to do. (Dr 
Tom Maguire, Senior Lecturer in 
Theatre Studies, UUM)

want to engage with the entrepreneurship agenda. This 

reflection was endorsed by experienced enterprise 
educators.246 Graham called upon their teachers to be 

advocates for entrepreneurship, explaining to their students 
why it is important.247

Professor of Drama at the University of Ulster, Carole- 

Anne Upton, expressed concern that students did not have a 

sense of reality of their life beyond university. She suggested 

that very few had thought clearly about their career path 

beyond graduation and believed this had implications for how 

fully students engaged with the University’s enterprise 
agenda.248

246 Here’s the challenge - not 
all creative arts students are 
turned on by expressing their 
creativity in this media. So 
that's really it. (Michele Rusk, 
Lecturer in Design Management 
at UUB)

247 But I think there is probably 
an advocacy job in explaining 
why it is important. If you want 
to make a living - this is not just 
boring stuff - this is actually me 
teaching you how to make a 
living. And so, influencing the 
curriculum - influencing the 
lecturing staff that they are 
advocates for the business-side 
of things. I think that is quite 
feasible but it is just getting that 
engagement with FE and HE to 
help their students see things 
that way. (Sarah Graham, Ml 
Manager of Creative and 
Cultural Skills)
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Upton continued to explain that students were 
‘wonderfully naive about how money and business work’ at 
UUM.249 She put this down to the fact that many students still 

lived at home. Not having lived independently from family, 

she suspected that many of her students did not even have a 

bank account. If fact this naivety is the reason why Upton 

considered entrepreneurship such a valuable part of the 
degree programme.250

4.10.3 Time Pressures: Striking a Delicate Balance
As part of field research undertaken at the University of 

Ulster’s Art College, I was directed to speak to Liam 

McComish (Senior Lecturer in Digital Imaging). Although I 

was primarily interested in the Fine Art students at the 

College, McComish provided me with an interesting insight 
into his work with Design students. He admitted there were 

tensions in delivering enterprise modules to students on his 
course, given the limited amount of teaching time available. 

He warned of the dangers in giving enterprise education too 

much prominence in course delivery at the expense of the 

core design skills that students come on the course to 
develop.251

4.10.4 Altering the ‘Must Get a Good Job’ Mindset
Despite these tensions, McComish was adamant that 

enterprise education had a valuable and legitimate place in 

the training of his students. He reported that many of his 

students perceived the end goal of a university education to 

be getting a job. This sentiment was echoed by an artist 

reflecting back on his days at Art College, when all of his 

graduating colleagues were applying for jobs as opposed to 
considering working for themselves.252

2481 think it’s extremely variable 
how realistic they are in seeing 
the steps to becoming a more 
effective entrepreneur. For a lot 
of them it remains an aspiration 
but actually engaging with it 
now... There is no kind of real 
urgency and no sense of 
themselves as independent 
people who are surviving 
independently. It remains a kind 
of a hypothetical landscape. 
(Carole-Anne Upton, Professor 
of Theatre Studies at UUM)

249 [Students] have a sense that 
the budget is an account of what 
they spent the money on, rather 
than any control mechanism. 
They really don’t have much 
sense at all of what things cost, 
of how to manage money.
Some students have never had 
a bank account or a credit card 
- so to say imagine you have a 
theatre company to run - they 
kind of say...what? How? 
(Professor Carole-Anne Upton, 
Theatre Studies at UUM)

2501 absolutely think that’s why 
the Entrepreneurship and Arts 
Admin part is really important in 
our degree because I don’t think 
we can assume general 
knowledge business awareness 
at all! And I think that really 
serves students well in helping 
them to get from that very, very, 
schooled, sheltered disposition 
that they had when they came 
in, to being independent, self
starters who go, I want this to 
happen and I can actually make 
it happen because I know who 
to talk to and how to talk to 
them. (Professor Carole-Anne 
Upton, Theatre Studies at UUM)

251 There is a tipping point - too 
much concentration on the 
mechanical business aspects of 
what’s going on and the 
students aren’t producing work 
which is of the creative standard 
that they entered the course to 
do. They need to succeed on 
an international level. So, there 
is a tension throughout these 
things. (Liam McComish, Senior 
Lecturer in Digital Imaging,
UUB)
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McComish was keen to alter that perception, so that 
students would have an equal perception that they could be 

entrepreneurial and establish their own enterprise.
McComish viewed fostering an understanding among 

students that there was a variety of pathways open to them 

to be a vital strand to enterprise education. Changing this 

mindset therefore is not only one of the main challenges of 

enterprise education, but one of the main purposes of it.

4.10.5 Finding the Right Vehicle of Delivery in an 

Academic Context
David Gibson (QUB) acknowledged that finding the right 

vehicle to deliver enterprise education in an academic 

context is extremely challenging since it can be perceived as 

going against the robust academic style of teaching.
We have already explored David Grant’s (QUB) 
acknowledgement of the difficulties in stimulating an 

entrepreneurial mindset among students in a research- 

focused institution like Queen’s, where most attention is 

placed on library-based research modules as opposed to 

active learning as one of the main challenges in 

entrepreneurship education.

Students at Queen’s suggested that risk-taking was 
actively discouraged within the Drama degree programme.253 

Although the degree explores innovations in theatre, students 

reported being discouraged from performing controversial 

plays or works by new playwrights. Students contended that 

university should be a place where they could take risks.

The conservative attitude towards their performance work 

also appeared to contradict the literature on entrepreneurship 

education which advocates risk-taking, experiential learning 

and engendering self-efficacy among students. The 
students’ comments were triangulated against Grant’s

252 One thing I remember 
saying, when I was leaving Art 
College, nearly everyone in my 
year was applying for a job, and 
I remember thinking, why do 
you all have to apply for a job? 
Why do you not go out and work 
for yourself? That thing really 
did sting into my head. We are 
a society where... let’s go to 
Queen’s University and finish a 
thing and go out and get a job. 
There is something wrong there. 
(Visual Artist Anon 2)

2531 think you are put off taking 
risks. I know we wanted to do a 
piece of new writing and it was 
about promoting him [a fellow 
student] as a writer - putting it 
on stage. Northern Ireland 
especially has so many young 
writers - we thought why not? 
And it got such a negative 
reaction from the teachers: “oh 
it’s a risk.” We don’t understand 
why it was a risk. Was it 
money, was it for our learning? 
We did really well out of it, then 
we took that show to Edinburgh. 
At every point it seems that a 
negative slant is put on 
whatever you want to do. 
(Female Student 1, QUB)

254 They said we should not put 
that kind of risk on students 
whose marks depended on it. 
Well, my counter argument was 
that we are not marking them on 
the quality of the play. Under 
the old regime we were marking 
the quality of the process that 
they went through and the 
creativity that they brought to it 
and also the organisational 
qualities that they brought to it.
It seems to me that it’s a really 
regrettable step if the prohibition 
of this new work is carried 
through... surely 
entrepreneurship is about risk 
and we are effectively fencing 
students off from risk. So I feel 
we are diminishing the 
entrepreneurial component of 
that, in the interest of our 
overriding responsibility as my 
colleagues see it, to protect 
students from themselves.
(David Grant, Lecturer in Drama 
and Director of Education, QUB)
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concerns that the prohibition of new work was reducing scope for entrepreneurial 
learning.254

In summary, enterprise educators face a wide variety of challenges within the 
university setting. These range from battling harmful stereotypes to demonstrating 

the relevance of entrepreneurship to the arts and professional practice. Staff 

admitted that Fine Art and Drama students were not always interested in engaging 

with the entrepreneurship agenda as they were naive about the business realities of 

professional practice. Most educators warned that enterprise education had to be 

balanced carefully with delivering the courses core skills and knowledge. Educators 

have to battle the ‘must get a job’ mindset prevalent among Northern Ireland 

students and work with the prevailing cultural tradition which favours clear measures 

of assessments and conventional approaches to teaching and learning within an 

academic setting.
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4.11 Summary of Key Findings

Are the visual arts and theatre perceived to be part of Northern Ireland’s creative 
industries?

The absence of the core arts from the original creative industries discourse had left 
those involved in Northern Ireland’s visual arts and theatre sectors suspicious of the 
term 'creative industries’. Non-profit visual arts organisations in particular felt excluded 
by the apparent government focus on creative industries sub-sectors which promise 
rapid economic growth. Other respondents were concerned that the creative industries 
conversation was overlooking the economic potential of the arts and was failing to 
recognise that the publicly subsidised cultural sector is embedded in networks that span 
the creative industries. There was, however, a desire from both sub-sectors of visual 
arts and theatre to be associated with the term as a means of communicating the 
economic and social impact of the arts for those not engaged in them. Policy-makers 
suggested that creative industries could offer the arts opportunities to use their resident 
skills in new ways as a route to greater independence and self-reliance. Creative and 
cultural industries came to the fore as an extension of the term which captured the 
cross-fertilisation and synergies between the arts and the wider creative industries.

What is current thinking around the role of the creative industries in the social 
and economic development of Northern Ireland?

Although the regenerative power of landmark arts venues was highlighted by a cross- 
section of the sample, tensions surrounding the use of arts to gentrify and neutralise 
areas for the benefit of the private sector with little pay-back emerged. The need for a 
mutually beneficial relationship between the arts and urban renewal became apparent in 
the course of interviews with representatives from arts organisations. Northern Ireland’s 
main political parties support the use of the creative industries to build Northern Ireland’s 
image on the world stage and there was widespread recognition of the reciprocal 
benefits between tourism and the cultural sector. DCAL viewed the creative industries 
as a catalyst to spur innovation across the portfolio of government. The sample 
identified the creative industries’ ability to deliver competitive advantage as justification 
for its central role in the knowledge economy. The introduction of the Creative 
Industries Innovation Fund as a means of encouraging the broader artistic community to 
develop sustainable enterprises symbolises a new economic rationalism in public policy 
but raises questions about placing arts policy and funding in an economic paradigm. 
Support for the creative industries must be understood in terms of investment which has 
economic and cultural paybacks.

Is an entrepreneurial approach needed in the arts?

Faced with austerity, those arts organisations and individual arts practitioners who 
develop more entrepreneurial cultures can increase earned income to replace lost public 
funding. It is therefore essential for the visual arts and theatre sectors to link artistic 
creations to markets and consumers in order to achieve viable and sustainable 
individual practices and organisations. The sample favoured income diversification 
strategies and pluralistic models of art support for both non-profit and for-profit entities.
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What definitions of entrepreneurship are appropriate to the arts?

There appeared to be a strong entrepreneurial instinct in the arts, with participants 
willing to operate in an environment where cost is known but rewards are unknown. The 
themes of risk, leadership and innovation were cited as common to entrepreneurship 
across the disciplines of visual arts and theatre. The sample highlighted the strong 
connection between entrepreneurship and making money. The non-profit arts sector 
questioned its motivation and capacity to make money and preferred to expand the 
definition of entrepreneurship to accommodate the production of social and aesthetic 
capital. Although the term 'cultural entrepreneur’ was favoured by the majority of 
participants, the very existence of entrepreneurship within the non-profit arts was 
questioned. The sector’s ability to take risks and be entrepreneurial is mitigated by the 
lack of financial capital available. Several participants translated entrepreneurship in the 
arts as resourcefulness.

If entrepreneurship and artistic vision do not go hand in hand, how can enterprise 
development principles best be applied to the commercialisation of artistic talent?

In terms of motivation, the majority of the sample placed artistic achievement and peer 
recognition above wealth. There was an understanding that commodification of culture 
must accommodate the artist’s high degree of involvement in the production process 
and the prevalence of desire for proactive innovation. Portfolio working and 
collaboration emerged as key to the flexible approach that arts practitioners take to 
working across sectors. Income diversification achieved through market, product and 
revenue diversification was presented as central to reducing risk in cultural 
entrepreneurship. Both non-profit and commercial theatre recognised the potential for 
export of Northern Ireland’s artistic products abroad and welcomed the opportunities 
presented by cultural tourism to diversify their product range. However, participants 
from the visual arts did not express the same level of interest in these matters. Although 
the arts sector was aware of opportunities around growing private giving and corporate 
sponsorship, a restricted HR environment was charged with curtailing efforts to diversify 
unearned income in this way.

To what extent is a business and marketing focus being adopted by individual 
arts practitioners in Northern Ireland and what effect is this having on audience 
development and artistic programming?

All theatre companies interviewed employed external marketing consultants to devise 
PR and Marketing strategies for each of their productions. This outsourcing was 
attributed to an inability to implement the marketing strategy in-house due to lack of time 
or expertise among staff members. Individual arts practitioners expressed a reluctance 
to get involved in self-marketing and self-promotion but acknowledged the greater 
opportunities presented by social media for them to interact with their market directly. 
Arts organisations and support agencies recognised the need to engage with non- 
traditional audiences but highlighted the challenges inherent in balancing artistic 
programming with mass appeal. Improvements in Northern Ireland’s arts infrastructure 
has spurred both visual art and theatre organisations to develop new artistic products 
and to consider developing subsidiary for-profit companies that could fund core work 
which sits outside the market. Participants reported resource constraints in the arts as 
being the main foil to entrepreneurial capacity within the sector.
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What are the current attitudes from educators, students and industry on creative 
enterprise as an emerging area of scholarship?

Despite concerns from gallerists over the potentially distracting effect that enterprise 
education could have on fine art students, practitioners, educationalists and students in 
the field called for explicit enterprise training at undergraduate level. The growing 
motivation among students to engage with the entrepreneurship agenda is attributable 
to the rising financial contributions they must make towards the cost of their studies and 
the resultant desire for a return on investment in terms of their employability and 
preparedness for professional practice. However, in their experience, visual arts 
practitioners claimed that tutors neglect to promote the commercial aspects of artistic 
practice. They claimed this leaves students ill-prepared for financial self-sustainability 
and instead primed for existence in the grants economy. These claims rang true among 
current students who seemed fixated on their potential unemployment or 
underemployment as opposed to their potential as self-sustaining free-lancers.

Educationalists from the fields of theatre and visual arts deemed the packaging of 
entrepreneurship training as being crucial to making it palatable to arts students. They 
accepted that entrepreneurship education must be tailored to the specificities of various 
disciplines within the creative industries. Educators from both visual arts and theatre 
constituencies recognised the importance of raising student awareness of their 
entrepreneurial capabilities and creating an environment where students could self- 
actualise. As such, theatre educationalists saw entrepreneurship education as a 
conditioning process rather than a taught process. Theatre practitioners saw value in 
exposing students to structures that would allow them to turn their artistic ideas into a 
reality.

What are the current opportunities for entrepreneurial learning within HE 
Institutions in Northern Ireland and how does HE promote enterprise in the arts 
sector?

Queen's University favoured a curricular, venture-based learning approach, customised 
to the students’ discipline and linked to extra-curricular enterprise-learning opportunities. 
However, cut-backs were unfastening the links between the curricular and extra
curricular and forcing a more generic approach to the delivery of enterprise education. 
Drama students claimed that the link to the entrepreneurship agenda was missing in 
their course. They felt business-related teaching and preparation for employment had 
been neglected in favour of a theoretical approach to Drama Studies. Many of the 
challenges faced at Queen’s stemmed from difficulties associated with stimulating an 
entrepreneurial mindset among students in a research-focused academic environment.

The University of Ulster’s use of online learning modules was designed to embed 
the entrepreneurship agenda into the curriculum of all undergraduate students across 
the university. Although useful to spread the entrepreneurship agenda university-wide 
in the first instance, lecturers within both Fine Art and Drama had taken appropriate 
content from these modules off-line and embedded concepts into Professional Practice 
modules specific to their disciplines over the years. Both students and staff praised the 
Drama degree for promoting entrepreneurship by exposing students to structures that 
could help them make their artistic ideas a reality. Staff also recognised the importance 
of creating an environment where students could develop the interpersonal skills and 
self-efficacy required to self-actualise. Academic staff involved in the Fine Art course 
claimed that entrepreneurship education lay at the heart of the degree’s Professional
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Practice modules. Careers Advisors for Fine Art and Drama students at both 
universities were accused of not considering that employment patterns of arts graduates 
were different to those of graduates from vocational degree courses. Students felt that 
practitioners would be best equipped to advise them on the nuances of professional 
practice.

What provisions should be made to better equip students from an arts 
background with the appropriate skills to make a contribution to the creative 
economy?

The majority of students and educators from visual arts and drama courses interviewed, 
considered enterprise education an important aspect of preparation for professional 
practice which should be delivered at undergraduate level. Educators favoured an 
action-orientated, problem-based learning approach which is tailored to the primary 
discipline of the student. Supporting graduates with enterprise training in the period 
after they leave the university setting was also recognised as desirable. Mentoring and 
apprenticeships for example were considered useful mechanisms to help young 
practitioners establish their artistic practice. Arts professionals championed the 
importance of student placements but warned that the under-resourced arts sector in 
Northern Ireland could not meet the demand for these. Practitioners and students were 
united in their call for teacher-practitioners who could provide students with tailored, 
industry-specific advice as a means of encouraging entrepreneurial activity. However, 
participants stressed the importance of choosing practitioners who have experience of 
achieving business for this role.

What challenges exist for those tasked with delivering entrepreneurship 
education?

Enterprise educators faced a wide variety of challenges within the university setting. 
These ranged from battling harmful stereotypes of entrepreneurs to demonstrating the 
relevance of entrepreneurship to the arts and professional practice. Staff admitted that 
Fine Art and Drama students were not always interested in engaging with the 
entrepreneurship agenda as they were naive about the business realities of professional 
practice. Most educators warned that enterprise education had to be balanced carefully 
with delivering the courses core skills and knowledge. Educators have to battle the 
‘must get a job’ mindset prevalent among Northern Ireland students and work with the 
prevailing cultural tradition which favours clear measures of assessments and 
conventional approaches to teaching and learning within an academic setting.
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CHAPTER 5:
CONCLUSIONS AND RECOMMENDATIONS

5.1 Summary
This study has aimed at exploring the ways in which the visual arts and theatre 

sectors in Northern Ireland perceive and engage with entrepreneurship and 

enterprise education. The qualitative research strategy adopted has delivered a rich 

and descriptive account of the attitudes and experiences of key constituencies 

towards these dual concerns. The findings identify the creative industries as a 

controversial evolution in cultural policy, which demands the arts sector become 

more independent in the interests of self-sustainability. In line with Bolton and 

Thompson's (2000) concerns around the predominance of artistic motivation over 

commercial motivation, the research found that some artists and leaders of non-profit 

arts organisations struggle to identify themselves as economic entrepreneurs in the 

traditional sense. However, findings demonstrated that most recognise the need to 
link artistic creations to markets and consumers in order to ensure the commercial 

viability of individual artistic practices and organisations. These views are consistent 
with DiMaggio (1985) who put forward that although most arts organisations are non

profit institutions, they are not non-market institutions. Research established the 
theoretical case for income diversification, achieved through market, product and 

revenue diversification as key to commercially viable arts organisations and artistic 

practices in Northern Ireland. This suggests that the arts sector would benefit from a 

mixed-economy model that combines both public and private funding akin to the 

models of pluralistic support recommended by Dewey (2004). The Creative 

Industries Innovation Fund was identified as a key policy intervention that has been 

exploited by the Northern Ireland Government to catalyse the growth of a more 

entrepreneurially self-reliant arts sector in the region.

This study found that undergraduate Fine Art and Drama students at Northern 

Ireland’s universities were highly motivated to engage with enterprise education as a 

means of pursuing an economically viable professional life after graduation.

However, provision varied between institutions. Conservatism within the research- 
focused academic environment at Queen’s University was found to limit scope for 

stimulating an entrepreneurial mindset among Drama students. Instabilities in 
funding were at the time of field research diminishing the enterprise teaching
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infrastructure university-wide and students were calling for entrepreneurship 
education to be made more explicit in their curriculum. The institutional rhetoric 

surrounding entrepreneurship education at Queen’s did not appear to match the 

student experience. Fine Art and Drama students at the University of Ulster on the 

other hand, reported high levels of satisfaction with the entrepreneurship education 

they were receiving through professional practice-based modules. Educators called 

for a balance between creating an entrepreneurial context in which students are 

encouraged to self-actualise and teaching structures and processes that allow their 

students to put themselves or what they create into the marketplace. This 

corresponds with theories presented by Jones and English (2004) who promote an 

action-oriented teaching style which encourages problem-solving and project-based 

learning in a university setting.

This chapter provides conclusions and recommendations to individual artists, 

arts organisations, Fligher Education providers, Government Departments, support 
agencies and policy-makers in relation to the study’s overarching aims and in light of 

findings from both primary and secondary research. This chapter will be brought to a 
close with a statement of suggestions and implications for future research. This 
approach demonstrates the study’s significant contribution to knowledge in the field 

of arts entrepreneurship on both a theoretical and practical level.

5.2 Conclusions Relating to Aim 1:
Investigate the relevance of the creative industries and entrepreneurship 

concepts to the arts sector in Northern Ireland.

An exploration of the Government of Northern Ireland’s creative industries policy was 

the initial trigger for this study. The creative industries were presented as a key 

source of economic growth and as a significant catalyst for helping artists to bridge 

artistic and business motivations. The creative industries concept mainstreams the 

economic value of culture, media and design by recognising that creativity is a 

critical input into contemporary economics (Flartley et al., 2013). The findings of this 
research though, have shown that a perceived absence of the arts from the original 

creative industries discourse has left a legacy of suspicion surrounding the term for 
those involved in Northern Ireland’s visual arts and theatre sectors. The research
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findings indicated that the overwhelming impression retained by the arts sector was 

that creative industries policy is focused on sub-sectors which promise rapid 

economic growth. The literature substantiates these concerns, with Archer (2009) 
and Galloway and Dunlop (2006) questioning what the creative industries even have 

to do with art. The arts sector argued its longer-term economic potential had been 

overlooked in the creative industries conversation and that future creative industries 

policy should explicitly recognise the arts as a potentially profitable economic activity, 

responsible for creating jobs, generating revenue and export earnings. Research 

highlighted that artists in receipt of public funding and those working in publicly 

funded arts organisations are often employed in other creative industries sub-sectors 

like film, design and advertising, on a more commercial basis. This illustrates how 

the arts are embedded in networks that span the creative industries and 

demonstrates the ‘bleed’ between non-profit and for-profit activities in the cultural 

sphere in general. This supports the theories of Markusen et al. (2006) and 

O’Connor (2001). They claim that artists cross-subsidise work in the non-profit and 
community sectors with money earned from more lucrative work in the commercial 

arts and acknowledge that the arts provide a range of inputs into the creative 
industries in the form of idea generation, institutional infrastructure for 

experimentation and contribution of key skills to the workforce.

Despite the definitional debates, inconsistencies and ideological challenges 

associated with the term, the creative industries paradigm was shown by data 

gathered to be ushering in a new era of economic rationalism in cultural policy that 

was demanding a higher degree of independence from the arts sector in the 

interests of self-sustainability. Potts (2011) refers to a shift from a broadly market- 

failure and welfare-based model of public subsidy, toward a policy model centred on 

innovation and growth. In response to this context, the arts sector through data 

gathered, expressed a widespread desire to make more effective use of its assets in 

pursuit of commercial advantage. A clear aspiration to adopt businesslike 

approaches in pursuit of the economic viability that would allow cultural endeavours 

to become sustainable was identified in the research data, though more so within 

arts organisations than among individual artists. This was manifest in a small but 

growimg number of non-profit hybrids (non-profit organisations which incorporate 

some form of revenue generation into operations through commercial means) 
operating within the Northern Ireland visual arts and theatre sectors. Such non-profit
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hybrids align with O’Connor’s (2011) demands for a new configuration between 
subsidy and commercial operations. This evident pull towards self-reliance 

coincided with a push towards an entrepreneurial approach within the arts sector 

given the decline in public subsidy and private sponsorship. These findings are very 

much in line with the Arts Council’s latest Strategic Plan (ACNI, 2013) which cites its 

desire to support arts organisations to ‘develop a mix of different sources of 

income... by promoting an entrepreneurial spirit in the sector.’

Research findings revealed broad realisation among the sample that 

entrepreneurial skills and competencies are critical for creative industries 

development. This is consistent with the theory that demand for creative industries 

output is generated by enhanced entrepreneurship (ADM-HEA & NESTA, 2007).

The literature identifies that an entrepreneurial approach in the arts often involves 

the adoption of lessons from commercial business, albeit modified to fit the specific 
philosophies of the arts sector. This study’s findings identified a strong desire 

among many of the sample that the arts should benefit financially from their role as 
an economic generator, particularly where the arts have been used to gentrify and 

neutralise areas for the benefit of the private sector. The benefits of non-monetary 
income appear difficult to sustain as suggested by Gill (2007). This thesis sought, 

therefore, to establish how the arts community understood entrepreneurship and if 

they felt that the term was applicable to them.

To set a context, I reviewed the key themes presented by seminal figures 

credited with developing entrepreneurship theory. Risk-taking, leadership and 

innovation were put forward as common to entrepreneurship across industry sectors. 

Entrepreneurship was deemed applicable in a range of settings including the arts 

and culture. Indeed, innate similarities were indentified between artist and 

entrepreneur in the literature (Daum, 2005). Hartley et al. (2013) remind us that both 

sorts of people introduce changes into economic and cultural systems, and are 

motivated by complex desires including recognition, status, self-actualisation, 

lifestyle as well as material rewards. Small business formation and the production of 

unique content means that self-employment is especially relevant to these sub

sectors of the creative industries. Furthermore, Leadbeater and Oakley (1999a) 

suggest that the prevailing industry structures of the creative industries (micro 

businesses and SMEs), depend heavily on entrepreneurial endeavours as they are 

less able to compete on advantages of scale.
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When it came to examining the qualitatively different ways in which the arts 
community experienced and thought about entrepreneurship in Northern Ireland, the 

majority of respondents made a strong connection between entrepreneurship and 
making money, echoing Griffin’s (2003) theory that the generation of money was 

inherent in the term ‘entrepreneurship’. Many of the artists and arts leaders 

interviewed, however, did not believe they had the money-making capacity or the 

motivation to pursue mercenary goals that would warrant their classification as 

entrepreneurs. Their inability to take risks, both artistic and financial was clearly 

mitigated by the business context in which they found themselves, reinforcing 

Davidsson’s (2004) exclusion of non-profit endeavours from the term 

‘entrepreneurship’. Financial limitations were blamed for hindering efforts to take 

activities beyond the start-up stage and to stabilise, expand and diversify. Non-profit 

arts organisations rarely have the opportunity to borrow funds to capitalise their 
enterprise due to a lack of collateral associated with valuing intangible assets.

Instead they are dependent on public subsidy for funding. Due to the lack of 
financial reserves within Northern Ireland’s arts organisations, there is little scope to 

lose money. As a result, some felt that entrepreneurship could not exist in the non
profit arts, demonstrating an unnecessarily restrictive interpretation of 

entrepreneurship within the arts.

As Daum (2005) claims, most arts organisations are seen to be continually 

fundraising for capital. In the post-war era, the non-profit nature of many arts 

organisations has prevented those involved from viewing their artistic endeavour as 

a business. This self-perception has led to an historic neglect of important 

managerial functions and a preference for, if not sense of entitlement to, public 

funding. Although the system of subsidy was criticised for hindering access to 

private funding by some members of the sample, it has ensured a diversity of cultural 

products and services that would likely not have been supported by banks and 

private financers. The view that entrepreneurship means a total rejection of subsidy 

should be revised to allow for a balance where one fuels the other. Rentschler 

(2002a) theorises that the varying importance placed on funding diversity determines 

the varying levels of entrepreneurial activity among arts leaders.

Field research revealed that the term ‘cultural entrepreneur’ sat more 

comfortably with individual artists and arts leaders’ self-perceptions, since its 

emphasis was on the production of cultural capital and outcomes that were not
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measurable in exclusively economic terms. Not surprisingly, research showed that 
those working in the arts are typically more content driven than commercially 

oriented. They often receive subsidy and have important non-profit objectives 

including broadening access to culture for social and artistic purposes. Although the 

sample acknowledged that the cultural entrepreneur is not primarily concerned with 

producing financial capital (Crealey, 2003), the vast majority of respondents 

recognised that on a practical level, it was imperative to link artistic creations to 

markets and consumers to ensure the commercial viability and sustainability of 

individual arts practices and organisations. By deconstructing the term, it became 

evident that entrepreneurship is relevant to the sphere of arts and culture. However, 

the monetary is most often seen as a necessary by-product as opposed to the main 

goal of the artist’s or arts organisation’s activities.

5.2.1 Recommendations Relating to Aim 1:

5.2.1.1 Recommendation for Government and Support Agencies: Mapping the 
Arts onto the Wider Creative Industries and Information Campaign
Regarding the arts sector's concerns about having been ostracised from the creative 
industries discourse in the past, it is recommended that the arts sector develops a 

mechanism to show how it is embedded in networks that span the creative 
industries. Mapping was a technique used by the UK Government’s Department of 

Culture, Media & Sport in the late 1990’s to collect and present information on the 

range and scope of the creative industries and their economic value. A similar 

approach could be taken to demonstrate how the arts overlap with and add value to 

other sub-sectors of the creative industries, support employment of highly skilled 

people and contribute to regeneration of towns and cities in Northern Ireland. I 

encountered a number of notable examples during my field research such as the 

Market Place Theatre Armagh breathing life into the city centre at night and Kabosh 

Theatre Company’s contribution to Cultural Tourism in Belfast. Such a mapping 

exercise would provide insights to structures of the arts, particularly the mixed- 

economy which many artists and arts organisations inhabit. There is high labour 

mobility between subsidised and commercial arts, with individuals moving between 
sectors in both directions. Findings from the mapping procedure would assist
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planning for future growth and provide a platform on which to build policy arguments 

for the arts as part of the wider creative industries. Mapping would also provide an 

evidence base for the size and location of individual artists and arts organisations in 
Northern Ireland. Arts networks and intermediary agencies should be engaged to 

make sure the arts sector is engaged in the mapping process.

The arts sector must communicate the mapping exercise’s findings to 

government, funders and policy-makers in order to make the arts’ contribution to the 

creative economy more visible. A communication strategy should be devised to 

improve understanding and awareness of the growing importance of the creative 

economy inside Nl. Artists and media must join government to sensitise public 

opinion on the importance of strengthening the creative economy as part of NTs 

overall development strategy.

5.2.1.2 Recommendation for Government: Inter-departmental Working Group
Artists and arts organisations should take advantage of opportunities that the 
creative industries present for them to use their skills in new ways. The creative 

economy extends into a wide range of areas of political responsibility and 
government administration and as a result there is a need for dialogue with multiple 

stakeholders (UNCTAD, 2008). The potential linkages and spill-overs between non

profit arts and other high growth sub-sectors of the creative industries must be 

championed if the arts are to feel secure and accepted as an integral part of this 

interdisciplinary amalgam which spans the humanities, arts, technology and social 

sciences (Hartley et al., 2013). It is recommended that a platform for government 

inter-departmental debates be developed, to agree and implement an inter

departmental policy to foster the development of Northern Ireland’s creative 

economy. Increased advocacy from and for the arts sector to better promote its 

value and pivotal role in cultural tourism, employment and attracting foreign direct 

investment as part of Northern Ireland’s wider economy strategy is to be 

encouraged.

5.2.1.3 Recommendation for Government: Consider Revising Usage of 
Terminology
Given the confusion and tensions associated with creative industries at a local level, 
Government may wish to reconsider its usage of the terminology. In light of
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suggestions made by the sample, I put forward ‘creative and cultural industries’ as a 
more appropriate term where cultural industries are a subset of the over-arching 

‘creative industries’ term. This revision would more overtly capture the cross

fertilisation and synergies between the arts and the wider creative industries and 

present an opportunity to challenge the split between arts and industry.

5.2.1.4 Recommendation for Support Agencies: Showcase Successful 
Cultural Entrepreneurs
Regarding the unease with which the arts community associated themselves with 

traditional economic entrepreneurship, it is useful to consider Rentschler’s (2002a) 

assertion that although non-profit arts organisations are not considered economic, 

the resources that they require are. Going forward, it is essential to showcase 

successful cultural entrepreneurs and legitimise commercial aspirations within the 
arts environment in Northern Ireland. I recommend the staging of an annual Cultural 

Entrepreneurship Conference to debate and harmonise views on arts 
entrepreneurship in Northern Ireland. As part of the conference it must be 

communicated to delegates that the goal of cultural entrepreneurship is furthering 
artistic purpose, not diverting organisations and practitioners from their wider social 

and cultural objectives. A concerted effort should also be made to generate media 

coverage and publicity surrounding successful cultural entrepreneurs as a means of 

proactively attracting artists and arts leaders to be affiliated with the term and to 

legitimise commercial endeavour in the arts.

5.2.1.5 Recommendation for Government: Create Supportive Ecosystem for 
Artists
To catalyse venture creation and growth in the arts, governments need to create an 

ecosystem that sustains artists and cultural entrepreneurs. A first step would be to 

improve the working conditions of visual artists and theatre practitioners in the 

region. A 2010 study of the Living and Working Conditions of Artists in the Republic 

of Ireland and Northern Ireland highlighted the financial hardship and unstable 

working patterns faced by many professional artists (ACNI & ACI, 2010). Northern 
Ireland might look to the Republic of Ireland’s Tax Exemption Scheme for artists, 

which allows the income of artists derived from the sales of work to be exempt from 
income tax. It is an indirect way of encouraging and facilitating the production of new
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work by creative artists without the need for direct grant aid. The introduction of 

such a scheme to Northern Ireland would remove some of the pressure on an 

already overstretched Arts Council and empower artists to better support 
themselves. Furthermore, the implementation of a lower VAT rate to labour 

intensive creative services and products including theatre and visual art could boost 

demand for these according to HKU (2010). Cultural goods would become more 

widely available and positive incentives would stimulate the consumption of the arts.

The review of literature uncovered the trend across the USA of recognising 

cultural institutions and programmes as key tourism components, and adopting local 

accommodation tax to attract funding sources to such activities. A similar approach 

might reconcile the tensions identified with using the arts to gentrify urban areas and 

boost the private sector with little financial payback in Northern Ireland. 'Bed and sin’ 

taxes have historically enabled cities and counties in the USA to collect taxes on 

hotel occupation as well as meals and alcoholic beverages (Magie, 1997). The 

taxes paid by tourists and visitors at a local level, is a logical source of revenue to 
support activities in the area that can claim to be related to tourism, such as the arts 

and culture. Care would need to be taken though, to avoid excessive taxation 
becoming counter-productive to attracting tourism in Northern Ireland. This option 

could feasibly be applied as a means of delivering a diverse revenue base to secure 

adequate and sustainable funding for the arts at a local level whilst satisfying the arts 

communities’ demands for a mutually beneficial relationship between the arts and 

urban renewal.
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5.3 Conclusions Relating to Aim 2:
Produce reliable data surrounding the phenomenon of entrepreneurship in 

Northern Ireland’s visual arts and theatre sectors. Assess to what extent a 

business and marketing focus is being adopted by artists and arts 

organisations in these sectors and what effect this is having on audience 

development and artistic programming.

Acutely aware of government austerity measures, most of the sample acknowledged 

that a more entrepreneurial culture should be encouraged in the arts to increase 

earned income to replace lost public funding. This corresponds to theory presented 

by Thomas et al. (2009) regarding the need for individual artists and arts 

organisations to secure funding from alternative sources in an environment of 

reduced public funding. A substantial cross-section of the sample categories 

believed the arts sector’s dependence on post-war funding models and serial project 

funding had left the sector cautious, risk-averse and with a deficit of business and 
financial skills at both strategic and operative levels, commensurate with a study by 
Arts Council England (Royce, 2011). Although these traditional funding structures 

were deemed inadequate, the emergence of a new model of assistance in Northern 

Ireland, the more entrepreneurial Creative Industries Innovation Fund, was 
welcomed by many in the non-profit arts sector as a catalyst for making them 

consider commercial activities for the first time in some instances. Although it would 

be unlikely and indeed undesirable for all arts funding to be realigned entirely to 

mirror Clip’s commercial drive (Archer, 2009), it was felt by arts practitioners and 

leaders of arts organisations that access to entrepreneurial funding pots would 

promote and facilitate a more entrepreneurial culture within the sector as a whole. 

However, a lack of applications to the CNF from individual visual artists and theatre 

practitioners was identified. This could be attributed to the sense of artists being 

outside the creative industries umbrella (see above) or a lack of commercial 

motivation within these sub-sectors (Bolton & Thompson, 2000). Research findings 

identified that many individual artists are engaged in other jobs to finance their 

practice. Understandably energy is diluted, and the little time that is available is 

devoted to the artistic rather than the business facets of their practice.

An investigation of the idiosyncrasies that exist within the arts brought an 
understanding of how enterprise development principles can be applied to facilitate
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self-sustainability within the sector. The desire for proactive innovation and product 
orientation was stated by the participants interviewed, illustrating Say’s Law which 

states that supply creates demand. There was an acknowledgement from the 

sample though that a supply of more esoteric work does not always create the same 

level of demand and the literature accepts that quite often artists and arts 

organisations are given public money to pursue artistic goals that are not compatible 

with market demands (Gainer & Padanyi, 2002). The sample highlighted that 

subsidised visual art and theatre allow artistic risk-taking and form a source of ideas 

for commercial arts and other sub-sectors of the creative industries to exploit. This 

emphasis on the ‘research and development’ aspect of subsidised arts is significant 

given the importance of innovation within the wider creative sector (Creative & 

Cultural Skills, 2013). It also mirrors the desire for artistic centred creativity to be the 

catalyst for business development as presented by Fillis (2004).

Income diversification achieved through market, product and revenue 

diversification was recognised by the sample as central to reducing risk in arts 
enterprises from a theoretical point of view. Rentschler (2002) goes a step further, 
stating that funding diversity impacts positively on creativity in arts organisations. 

Those working in the non-profit and for-profit arts alike recognised the potential for 

export of Northern Ireland’s artistic products abroad. The arrival of peace to 
Northern Ireland and the region’s subsequent new-found identity as a tourism 

destination and attractive centre for film production has opened up a new market for 

work by individual practitioners and arts organisations. Respondents welcomed 

opportunities presented by cultural tourism to diversify their product range and 

sources of income. Indeed, the tourism industry emerged from the research as a 

powerful tool for sustaining demand for creative industries. A Craft Nl representative 

noted that the tourism market did not exist during the troubles in Northern Ireland, 

but now the craft sector was benefiting from this new income stream. Kabosh 

Theatre Company’s theatre mixed with guided tours of Belfast was meeting a real 

need for cultural tourism products and Queen Street Studios was actively using 

tourism publications to promote its exhibitions and enjoying an increase in 

international visitors to the studios. Although the Arts Council has taken positive 

steps with the appointment of a Cultural Tourism Officer, further opportunities exist 
for collaboration with tourism suppliers to foster the active participation of local 

creative entrepreneurs in the tourism value chain.
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Improvements in Northern Ireland’s arts infrastructure have spurred artists to 
develop new artistic products and to consider the development of subsidiary 

companies to fund their core artistic endeavours. However, despite demonstrating a 
desire to diversify income streams, the arts sector’s ability to pursue these 

diversification strategies is curtailed by the restricted HR environment in which 

individual artists and arts organisations operate. As Gronbjerg (1993) pointed out, 

greater income diversity involves greater managerial effort and expertise. This has 

the negative impact of requiring greater managerial staffing and fundraising efforts.

In this way, over-diversification can actually increase risk and costs.

Many of those interviewed recognised in themselves the ability to identify, 

exploit and act on opportunities as central to their understanding of the entrepreneur. 

Others viewed the term as aspirational, but out of reach due to limited resources. It 

appears from research findings that developing market access is just as important as 

fostering productive creative practices, mirroring calls by Eikhof and Haunschild 

(2006) for artists in the creative industries to bridge the gap between artistic work 
and the economic need for self-management. Financial limitations, however, hinder 

efforts to take activities beyond the start-up stages and stabilise, expand and 
diversify. The sample also highlighted that those artists who do develop the 

business side of their practice often reach a point where they have to decide which 

of the two aspects of their practice are they going to devote themselves to.

Findings demonstrated that although the marketing concept was employed 

extensively by Northern Ireland’s arts organisations, individual artists expressed a 

reluctance to get involved in self-marketing and self-promotion. The reticence 

around self-promotion resonates with criticisms of commoditising self raised by 

Lehman (2009) who claims that 'person as product’ does not sit well in the arts.

There were, however, acknowledgements about the greater opportunities presented 

by social media for artists to interact with their market directly. This study recognises 

the opportunity presented by social media to assess how artists interact with their 

market, which as Schroeder (2005) claims is a relatively unexplored area of enquiry.

It became evident that private giving and corporate sponsorship are potential 

growth areas that could be exploited more by the arts sector in Northern Ireland. For 

example, the Private Investment in Culture Survey showed that individual giving in 

Scotland accounted for 46% of total private investment in the arts. In Northern 
Ireland, this figure is only 19% - suggesting a massive opportunity to grow income at
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a mid-to-low level from private donations. As Dewey (2004) recommends, the arts 

sector requires an increased entrepreneurial capacity to navigate the growing 

number of public / private and for-profit / non-profit initiatives in the arts.

5.3.1 Recommendations Relating to Aim 2:

5.3.1.1 Recommendation for Arts Council of Northern Ireland: Entrepreneurial 
Funding
Although the Creative Industries Innovation Fund has made a positive contribution to 

the development of a more entrepreneurial approach to public funding of the arts, the 

ACNI must focus attention on increasing the engagement of visual arts and theatre 

practitioners with the fund. I would also recommend that the ACNI continues to 

review its current funding systems which do not appear to support risk-taking and 

new venture creation adequately. Members of the sample suggested establishing a 
more entrepreneurial approach to public funding, whereby subsidy is regarded as 

venture capital and reliance on it decreases exponentially the longer you are in 
business. Some members of the sample suggested that the theatre sector would be 

better served if funds were redirected from long established companies to emerging 

or existing companies that are exploring less traditional forms of theatrical 

expression. Although this resonates with the beneficial forest fire theory, where 

open space is cleared for innovation to take root, the importance of maintaining 

elements of subsidy to sustain research and development (R&D) elements which 

can be exploited was acknowledged. This would perhaps encourage a more 

entrepreneurial approach within the arts sector and persuade the sector to reject the 

non-commercial logic often present in the subsidised environment. More long-term 

funding programmes as opposed to serial project funding could go some way to 

reversing the risk-averse culture apparent in the arts sector. Innovation and 

successful risk-taking should be at the centre of the funding and assessment 

framework for artists and arts organisations going forward. Up-skilling the sector 

with the appropriate business and financial proficiency required in the management 

of artistic enterprises which have significant earned-income streams should 

accompany any such change to funding patterns. Arts & Business Northern Ireland 
could prove to be a useful partner in delivering such training.
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5.3.1.2 Recommendation for Support Agencies: Develop Market Access 

Export
The small size of many arts organisations and artistic practices in Northern Ireland 

limits their ability to reach international markets, yet creative and cultural products 

are often among the most distinctive part of a country’s image (British Council,

2010). Greater advantage should be taken of links to Irish America to expand the 

export of Northern Ireland’s artistic products to the USA through targeted networking 

and market promotion strategies, as is happening with GBL Theatre Company’s 

compact one-man touring shows. Artists and representatives from arts organisations 

should be assisted to network abroad and build alliances in the interests of opening 

up new markets. Information about cross-border and cross-sectoral market 

opportunities should be disseminated through some type of regional network for the 

arts, perhaps an Arts Council e-newsletter. Efforts were made with Northern 

Ireland’s representation at the Smithsonian in Washington DC in 2007, but more 
work could be done with the British Council, Invest Northern Ireland and the Northern 
Ireland Bureau to advocate and raise the positive profile of Northern Ireland’s arts 

and culture in the USA. It is recommended that the Arts Council of Northern Ireland 

and Invest Northern Ireland collaborate closely to prepare and implement an export 
strategy for Northern Ireland’s arts.

Cultural Tourism
With regard to fostering the participation of artists in the tourism value chain, the 

Northern Ireland Tourist Board may wish to consider the establishment of a scheme 

for cultural entrepreneurs, so that they can organise their activities in a framework of 

co-operation as has been recommended in Zambia (UNCTAD, 2011). This would 

assist these cultural entrepreneurs’ negotiating position when offering products and 

services to tourists. More direct input from the Department of Enterprise, Trade and 

Investment would be desirable in the development of policy around growing the arts 

as an economic driver through tourism and the night-time economy. Closer 

collaboration between the Arts Council and other agencies such as Invest Nl, NITB 

and Tourism Ireland could potentially open up new channels of funding for the arts, 

making the sector better equipped in the long-term.
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Touring
The ambitious plan to provide a dedicated arts facility within a twenty-mile radius of 

everyone living in Northern Ireland has delivered impressive capital investment in 

arts buildings across Northern Ireland over the past decade. Members of the visual 

arts and theatre sectors acknowledge that resources should now be directed at 

touring theatre companies and exhibitions, in order to protect the significant 

investment made in regional arts infrastructure and to bring cultural tourism 

opportunities to towns around Northern Ireland. Perhaps local authorities could take 

a leading role in this, in order to maximise the return on new and renovated arts 

venues. A more strategic approach to financing the sector is required, with greater 

emphasis on programming, product development, product marketing and touring to 

grow audiences and develop market access.

5.3.1.3 Recommendation for Support Agencies: Support Hybrid Organisations
The field research identified a growing trend towards arts organisations considering 
the development of subsidiary companies to fund their core artistic endeavours. 

Massarsky and Beinhacker (2002) note that non-profit organisations undertake 
commercial ventures to generate funds to subsidise their programme services. 

However, the non-profit nature of the majority of Northern Ireland’s arts organisations 

militates against this and strips away the incentive. The Arts Council might consider 

encouraging the adoption of more businesslike ownership models in the arts in order 

to attract more entrepreneurial talents to arts organisations that are struggling to 

combine commerce and artistic mission. Hybrid organisations, whose experimental 

work can be supported by profits from commercial endeavours, are less dependent 

on public funding for survival. In these ways, the Arts Council can play a strategic 

role in shaping a more entrepreneurial environment for the arts to operate in. I would 

suggest that it could work in partnership with Arts & Business Northern Ireland to 

deliver governance training for companies who are unsure how to retain subsidised 

status and at the same time, explore options to diversify income streams through 

commercial earnings.

5.3.1.4 Recommendation for Support Agencies: Increase Funding Diversity
Rentschler (2002a: 59) expresses the view that funding diversity impacts on 
creativity in arts organisations. She expresses the generation of funding as ‘a
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creative endeavour that allows the artistic vision to be realised’. Private giving and 

corporate sponsorship were highlighted by support agencies as potential growth 

areas that must be exploited more by the arts sector in Northern Ireland. Arts 

organisations, however, questioned whether pursuing corporate sponsorship was an 

effective use of company resources, given that time spent on public funding 

applications tended to deliver higher amounts of income. It is recommended that the 

Arts Council of Northern Ireland and Arts & Business Northern Ireland should work 

towards streamlining the administrative demands and reporting structures for those 

in receipt of corporate funding.

As regards private giving, artists and arts organisations must make it easier 

for their audiences to donate funds, perhaps through their websites as suggested by 

Mary Trainor-Nagele of Arts & Business Nl. The concept of Crowd Funding has 

come to the fore since the field research took place, as a source of patronage for the 
arts, which takes the focus away from central funding organisations and appeals to 

members of the public with an interest in the arts. Crowd Funding operates within an 

open source ideology, familiar to computer software. It holds the potential to move 
arts organisations from being core-funded by the state to being core-funded by a 
crowd of supporters. Instead of seeking large amounts of money from a small 

number of people, arts organisations ask for small amounts from a large number of 
people. The Arts Council could provide the online platform to showcase projects 

looking for peer investment but not charge the usual commission that popular crowd 

funding websites do. Arts & Business Northern Ireland or Audiences Northern 

Ireland could stage workshops and training sessions for artists and arts 

organisations about how to harness the potential of this democratic form of funding.

Angel funders are typically wealthy individuals who make direct equity 

investments in the seed stage of companies. They provide managerial and business 

advice through their greater personal involvement than institutional investors. Arts & 

Business could develop an expanded role to encourage the cultivation of angel 

funders for the arts, by organising networking and advocating special investment tax 

incentives. Arts & Business is well placed to deliver on this, given its extensive 

experience in the interface between the arts and business and its existing network 

which already connects the arts and business communities.
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5.3.1.5 Recommendation for Support Agencies: Grow Creative Internships
Findings suggest that the lack of development around income diversification was 

attributed to the restricted HR environment in which artists and arts organisations 

operate. This environment curtails their ability to conduct the activities that would 

help diversify income. The recent announcement of an Arts & Business pilot project 

‘Creative Internships’, which will place recent arts graduates into arts administration 

posts focused on fundraising efforts should therefore be welcomed. If successful, 

further creative internships could be rolled out to assist in other facets of arts 

organisations’ work.

5.3.1.6 Recommendation for Arts Council of Northern Ireland: Shared 

Resource Network
Without exception, each theatre company interviewed claimed to devise PR and 

Marketing strategies for all their productions, with the majority of Northern Ireland 

theatre companies employing external marketing consultants to help with PR and 

Marketing activities. The main reason cited for this outsourcing was an inability to 
implement the marketing strategy due to lack of time or expertise among staff 
members. This out-sourcing could be extended to income diversification challenges. 

It is recommended that support agencies like the Arts Council should focus attention 
on how they can deliver programmes expressly targeted at helping artists and arts 

organisations implement their income diversification strategies in the interests of 

long-term self-sustainability, given the concerns expressed by the sample over the 

short-term nature of Arts Council grants. Seed funding for emerging companies and 

existing companies with new ventures, together with mentoring, must be available to 

increase the capacity of artists and arts organisations to act on the opportunities they 

identify.

Few arts organisations have the critical mass of in-house skills and market 

knowledge to exploit market opportunities fully. Greater support is needed to allow 

partnerships to develop, in order to fill gaps in knowledge and skill sets. The 

creation of a formal shared resource network for the arts could be pioneered by 

Audiences Nl. Greater collaboration within the arts sector would facilitate the 

sharing of facilities and resources. The fostering of such an exchange economy 

could help the arts sector achieve more with less. The pooling of resources and the 

development of strategic partnerships among individual artists and arts organisations
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would enable wider audience engagement and increased revenue. Artists and arts 

organisations should be encouraged to enter into alliances and mergers with other 
organisations to fulfil a common mission more effectively and to share overheads. In 

line with Arts Council strategy which encourages ‘larger organisations to work with 

smaller ones’ (ACNI, 2013) the Artistic Director of a regularly funded theatre 

company suggested that it would make sense for his organisation to mentor and 

share resources with a start-up company. Perhaps the ACNI should look to the Arts 

Council of Ireland’s Theatre Resource Sharing Support Scheme which offers 

organisations the opportunity to share administrative and production resources. 

However, it is essential that non-profits considering collaboration, engage in 

thorough analysis and planning, from determining feasibility to final implementation.

5.4 Conclusions Relating to Aim 3:
Uncover the current state of and attitudes towards a contextualised enterprise 
curriculum for Creative Industries students in Higher Education in Northern 
Ireland.

Findings demonstrated that students were seeking an increased engagement with 
the enterprise agenda and were appealing for an explicit skill set that would prepare 

them for the world of work after graduation. In a similar vein HEA and NESTA 

(2007a) advise that enterprise capability should be supported by better financial 

capability and economic and business understanding. Some educators believed that 

student motivation to connect with entrepreneurship education was mainly 

attributable to the increased financial contributions that they and their parents were 

required to make to the cost of study. Essentially, research showed that students 

were looking for a return on investment, a financial payback. Although industry 

professionals were initially concerned that too much focus on entrepreneurship 

education would distract students from the development of their core artistic 

discipline, the vast majority approved of teaching enterprise skills within the context 

of preparing students for professional practice and highlighted the difference 
between educating about and educating for entrepreneurship.

The long traditions of practice-based learning embedded within creative arts 
subjects would make one think that such disciplines would be amenable to
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entrepreneurship education which also requires strong elements of practical 

experimentation. The cultivation of an entrepreneurial learning environment, 
however, requires the conservatism within the traditional university structures to be 

challenged. The current Higher Education system is predicated on academic 

achievement, research excellence and the stigmatisation of failure. This was 

illustrated clearly by the prohibition of performance of new work identified within the 

Drama Department at Queen’s University. Student respondents from focus groups 

held, complained that this effectively discouraged risk-taking and reduced scope for 

entrepreneurial learning. After all, Jones and English (2004) proffer that enterprise 

education should emphasise risk-taking. Drama students claimed that the link to the 

entrepreneurship agenda was missing in their course. They felt business-related 

teaching and preparation for employment had been neglected in favour of a 

theoretical approach to Drama Studies. They felt that they did not have the 
understanding of their industry and the ways to ‘penetrate it for profit’ in financial 

terms (Kellet, 2006). Many of the challenges faced by Queen’s Drama Department, 
stemmed from difficulties associated with stimulating what Kuratko (2005) refers to 

as ‘an entrepreneurial mindset’, among students in a research-focused academic 
environment. When trying to embed entrepreneurial approaches within academic 

institutions where the prevailing cultural traditions favour conventional approaches to 

teaching and learning, greater thought must be given to establishing clear measures 

to assess student risk-taking. NESTA (2010) claims that despite demands for skills 

of innovation and enterprise, and recognition of the value of invention and original 

thinking, the role of risk-taking in preparing young people for the future is often 

overlooked by educators and policy-makers. Restricted by time constraints and the 

pressure to achieve results, students are missing out on experiencing failure as a 

result of risk-taking in a safe environment. NESTA (2010) suggests that learning 

about risk-taking should allow for reflection on success and failure. Lessons learnt 

from failure will help inform students’ future decisions.

The differing strategies adopted to spread entrepreneurship education across 

Northern Ireland’s two universities under the NICENT umbrella, were examined in 

the preceding chapter. The customised approach used at Queen’s involved venture- 

based learning methods, mass lectures and strong links between the curriculum and 

extra-curricular enterprise activities. It was criticised by the University of Ulster’s 
Chair for Entrepreneurship and Business Development, for being labour intensive



206

and resource hungry. At the time of research, staff cutbacks had lead to the removal 
of the Students’ Union Enterprise Officer, a decrease in resources available to 

deliver mass lectures and ultimately the replacement of a customised model which 

attempted to relate entrepreneurship to all undergraduate subject areas and existing 

course modules, with a more generic model which could be applied to students 

across a range of disciplines. It appeared that the significant progress and 

achievements made in the field of Entrepreneurship Education at Queens, (not least 

being awarded the title of UK Entrepreneurial University of the Year in 2009) was 

being eroded by inconsistencies and instabilities in funding. The University’s inability 

to sustain teaching infrastructure for enterprise and entrepreneurship was almost 

certainly impairing the continuity of enterprise education.

Both QUB and UU Drama students heavily criticised their university Careers 

Department for not taking aspirations to work in drama seriously. Advisors 

reportedly focus on the transferrable skills that can be gained from a drama degree 

rather than exploring opportunities within drama itself. The Careers Advisors were 
reported to not understand the specificities of the discipline and were instead 
delivering generic information. Students felt that careers advice should instead be 

delivered by industry professionals who knew the particulars of pursuing an 

economically viable professional life in the arts, supporting calls for greater 
collaboration between academia and industry by Jones and English (2004).

Lecturer in Drama and Director of Education at Queen’s University’s School of 

Creative Arts, David Grant, expressed his frustrations with the University’s Career 

Service for not acknowledging the self-employed dimension within the arts. He 

claimed the Careers Service wanted drama and arts courses to conform to the stable 

employment patterns of vocational subjects like pharmacy and medicine which have 

predefined routes. However, receiving a professional degree in the arts does not 

provide automatic access to employment. More attention must therefore be given to 

the transition from professional training into professional practice. Gibb (2000) 

recommends a learning approach that immerses students in processes that allow 

them to experience at first hand the entrepreneurial flavour of business, where 

teaching is based on problem-solving.

As established in the review of literature, the pedagogy of art and drama is 

well suited for developing entrepreneurial learning (Carey and Naudin, 2006). The 

arts educators interviewed, favoured an action-orientated, problem-based learning
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approach to entrepreneurship education which is tailored to the primary discipline of 
the student in accordance with Gibb (2005). Educators recognised the importance of 

raising student awareness of their entrepreneurial capabilities and creating an 

environment where students could self-actualise. Their sentiments were in harmony 

with the World Economic Forum’s (2009) promotion of the development of 

entrepreneurial attitudes, skills and behaviours which focus on building self- 

confidence and self-efficacy. Duchenaut (2001) promotes an interactive pedagogy 

which relies of the student acting on their own initiative. As such, theatre 

educationalists saw entrepreneurship education as a conditioning process rather 

than a taught process.

Concepts of creativity and entrepreneurship are closely associated (Fillis & 

Rentschler, 2010). This is significant for fine art and drama students. Although 

these students are typically creative and innovative when it comes to artistic 
production, they often fail to explore new delivery processes and the development of 

new markets (HEA & NESTA, 2007a). Practitioners saw value in exposing 
students to structures that would allow them to turn their artistic ideas into a reality.

Arts professionals championed the importance of student placements but 
warned that the under-resourced arts sector in Northern Ireland could not meet 

student demand. I would recommend that local government should give 
consideration to supporting such programmes.

Despite Queen’s University’s official rhetoric around entrepreneurship, Drama 

students did not recognise that they were benefiting from enterprise-related 

modules. During focus groups with Drama students at Queen’s, participants stated 

their frustrations at not having access to such elements within their degree.

Although their tutors emphasised how the course engendered team working, 

presentation skills and built self-confidence, students failed to make the link between 

these soft skills and the entrepreneurship agenda. They desired a more hard-edged 

approach to entrepreneurship education and wanted exposure to issues of working 

in theatre, arts management and arts marketing. Research findings correlated with 

Gibb’s (2000) theory that general interpersonal skills on their own are not sufficient 

for developing entrepreneurial behaviours. It would appear that Drama students at 

Queen’s University want entrepreneurship education to be made more explicit in the 

curriculum. By striking contrast, Drama students at the University of Ulster reported 

high levels of satisfaction with the entrepreneurship education they were receiving.
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The majority of teaching and learning was delivered through subject-specific 
modules for entrepreneurship, namely the Production Processes and Arts 

Entrepreneurship modules. As highlighted in the ‘discussion of findings’ chapter, 

although the University of Ulster’s use of online learning modules was useful to 

spread the entrepreneurship agenda university-wide in the first instance, educators 

were critical of its suitability for engaging arts students due to its lack of 

personalisation and industry engagement. Both Fine Art and Drama degree 

courses at University of Ulster disbanded the e-learning modules, but did not 

abandon their content. Instead, appropriate content from these modules was moved 

off-line and key concepts were embedded into the kinds of professional practice- 

based modules mentioned previously.

5.4.1 Recommendations Relating to Aim 3:

5.4.1.2 Recommendation for HEIs: Promoting an Economically Viable 

Professional Life
It is recommended that Higher Education Institutions in Northern Ireland give 

renewed consideration to how they equip arts students to pursue an economically 

viable professional life after graduation. The growing motivation among students to 

engage with the entrepreneurship agenda as part of their preparation for 

professional practice and the demands of industry must be matched with educators’ 

ability and willingness to encourage the commercial aspects of artistic practice to 

their students. In the visual arts and theatre sectors, the onus is very much on 

educators to legitimise commercial work to students in the interests of fostering an 

environment where the arts can become more entrepreneurially self-reliant. This 

involves, on the one hand, creating an entrepreneurial context in which students are 

encouraged to self-actualise, think innovatively and take risks. On the other hand, 

students must be taught structures and processes such as marketing and budgeting 

to help put themselves, or what they create into the marketplace.
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5.4.1.3 Recommendation for HEIs: Incentivise Entrepreneurial Teaching
Regarding the development of entrepreneurship educators, careful incentivising of 

entrepreneurial teaching will be required as suggested by David Gibson (Senior 
Teaching Fellow in Entrepreneurship, QUB). In the current situation, an academic’s 

publication record and ability to bring in research funding drives their career. Going 

forward, Northern Ireland’s universities must consider how they will reward academic 

staff for developing excellence in arts enterprise and entrepreneurship practice and 

communicate this clearly to them. This might include initiatives to incorporate 

commercial activity and consultancy as a mainstream activity in academic staff’s 

workload allowances, the encouragement of staff to be professional practitioners, 

and a reassessment of staff promotion criteria to take account of innovative and 

entrepreneurial behaviours and teaching methods. Attention should also be given to 

the training and selection of educators (Gibb, 2005) as their entrepreneurial 

competencies will most likely determine entrepreneurial learning outcomes for 

students. Entrepreneurship education training programmes could benefit educators 
who have little practical experience of entrepreneurship. In-career training is 

recommended for educators who understand the sector workings but may need to 
update their skills in teaching business development.

5.4.1.4 Recommendation for HEIs: Assessing Risk-taking
In recognition of the importance of risk-taking in an entrepreneurial environment, 

educators at both universities, especially QUB, must give greater thought as to how 

to facilitate greater risk-taking among its students. Universities must work to 

overcome barriers like time constraints and pressure to achieve by giving students 

opportunities to learn about risk and reward. Educators must be given the flexibility 

to orient the design, pedagogy and content of entrepreneurship education to take 

account of risk perception (NESTA, 2010).

5.4.1.5 Recommendation for HEIs: Closer Links with Industry
Furthermore, the perceived detachment of academia from the realities of 

professional practice could also be remedied with greater linkages between industry 

and education within the degree courses at both University of Ulster and Queen’s 

University. An Employer or Industry Forum could be established to develop closer 

links between academia and industry. The literature purported that the most
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effective entrepreneurial learning is likely to be as a result of collaborative provision, 
where HEIs and creative industries take joint responsibility for the curriculum. HEIs 

must be open to such collaborations. The literature supported practitioner-led 

delivery of entrepreneurship education. The introduction of inspirational and 

successful cultural entrepreneurs into the classrooms of fine art and drama students 

could raise the expectations of those who aspire to be self-employed but feel that it 

is an unattainable goal. Closer links with successful course alumni could be one way 

in which these cultural entrepreneurs could be sourced. I would suggest that a 

formal network of graduate entrepreneurs should be formed to assist in this 

endeavour. Such a network would also contribute to curriculum development, 

improve knowledge transfer between industry and academia and provide mentoring 

for students who hope to pursue their professional practice through their own 

commercial or social enterprises. In exchange the universities could provide the 

network participants with opportunities for Continued Professional Development.

5.4.1.6 Recommendation for HEIs: Sustainable Sources of Funding
It is recommended that the innovation demonstrated in curricular and pedagogical 

development must be matched with an ability to secure sustainable sources of 

funding to support the continuation and development of enterprise initiatives at 
Queen’s University. Queen’s must seek entrepreneurial solutions to resource future 

provision of entrepreneurship education to avoid squandering the momentum 

already generated around the agenda. I put forward Enterprise Educator, David 

Gibson’s suggestion of creating Enterprise Champions across all Faculties to lead 

enterprise education in their discipline. The use of existing staff members would 

help alleviate the staff resourcing problems experienced by Gibson as a lone 

enterprise educator. The adoption of Enterprise Champions would of course require 

there to be an incentive base to encourage staff to become involved, as alluded to 

earlier. In summary, institutional support for the entrepreneurship agenda and 

policies to guide action must be translated into sustainable funding plans and 

practical steps to ensure its effective and continued delivery.

5.4.1.7 Recommendation for HEIs: Careers Forum
With regards to addressing criticisms of the Careers Service at both universities, I 
would recommend that a forum is established to allow students, educators and
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industry to interact with the university Careers Department in order to convey their 
requirements. University careers departments must play a leading role in promoting 
enterprise and legitimising self-employment as an acceptable career option.

5.4.1.8 Recommendation for HEIs: Spread Artist-in-Residence Schemes / 
Incubators
Field research revealed the use of an Artist-in-Residence Scheme within the Fine Art 

degree at the University of Ulster, awarded to top graduating students. The scheme 

provides graduates with free studio space and access to continuing professional 

development in the period immediately after graduating. There are clear parallels 

between this type of scheme and the university incubators more commonly geared 

towards high-tech start-ups. A similar scheme could benefit graduating drama 

students who wish to form their own company after graduating.

5.5 Limitations of Current Study
The data generated for the purposes of this ethnographic study, together with the 
subsequent analysis, conclusions and recommendations must be considered in light 

of the research limitations.

This ethnographic study has examined the visual arts and theatre community 

in Northern Ireland over the period of one year, focusing on four broad but distinct 

categories of participants: 1) Local Visual Arts Professionals 2) Local Theatre 

Professionals 3) Higher Education Students and Educators and 4) Bureaucrats, 

which make up the sub-culture under investigation in this study. As a freelance 

visual artist myself, who has studied at both of Northern Ireland’s Universities and in 

the past worked for a local theatre and the Arts Council of Northern, I brought 

multiple perspectives to the research. As a consequence I shared understanding 

with many of the groups under study. However, I was not implicated in their day-to- 

day experience, did not participate in the particular practises that constitute the focus 

of this inquiry, nor was I embedded in their immediate working environment. As 

such, despite corresponding to Walford’s definition of ethnography (Walford, 2002: 

128), it is accepted that this study is situated outside the realms of an orthodox 

ethnography. Given my professional history, though, I felt well placed to gather 
attitudes towards entrepreneurship and enterprise education from the sample from
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an emic viewpoint. In most cases, my experience and professional network helped 
me to gain access to participants within the four broad categories mentioned above. 

However, I felt my position as a known self-representing artist in the local 

commercial art market left me at a disadvantage when trying to access commercial 

art dealers and gallery owners. Although I cannot say with certainty, it is conceivable 

that the significant number of commercial gallerists and dealers who declined to take 

part in the research may be attributable to concerns about sharing information about 

their business with a retail competitor. Although on the whole I feel that my profile 

within the arts in Northern Ireland proved advantageous to the research, it may have 

been useful to employ another researcher to approach and conduct interviews with 

commercial gallerists and dealers had resources been available.

As discussed in Chapter Three, as a lone observer I was acutely aware that 

my own cultural bias or ignorance could have altered my findings and conclusions 

about what was said during the field research. As a means of improving the 

reliability of data analysis, my PhD Supervisor was involved in check-coding during 
the data analysis period. To guard against holistic fallacy, I made myself aware of 

the danger and actively sought out contrasting cases. In Chapter Three I also 
highlighted that my choice of sampling strategy meant that it was difficult to 

generalise results of this study to represent a wider population. Quantitative 

research usually aims to study large representative samples drawn from the 

population. According to Marshall (1996: 552) these studies ‘are useful for 

answering more mechanistic “what” questions’. Qualitative studies like this one, on 

the other hand, generally sacrifice the desire to generalise to a wider population and 

prefer ‘to provide illumination and understanding of complex psychosocial issues and 

are more useful for answering humanistic “why” and “how” questions' (Marshall, 

1996:552). Although I recognise that a larger sample would have yielded data with 

greater generalisability, as Walliman (2006) states, this preference has to be 

balanced against the practicalities of the research resources, cost, time and effort.

As it stands, significant patterns and consistencies were identified from the data and 

I am confident that the replication of pattern matching has strengthened results and 

increased confidence in the robustness of the theory produced.

In Chapter Three I also highlighted the logistical challenges involved in 

organising student focus groups at both universities. Given the circumstances, I 
ended up facilitating greater numbers of students in each focus group than was
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anticipated and participants were mostly in their final year of study. Despite the 
challenges of eliciting contributions from such a large group, I gained valuable data 

from this aspect of the field research. If the research schedule had allowed more 

time, I would like to have followed up on these focus groups with individual 

interviews with a selection of focus group participants. This would limit the problem 

of participants being unwilling to express their opinion in front of the rest of the group 

and would have been more in line with the rest of the study.

5.6 Recommendations for Further Research
On the basis of qualitative insights gathered from the field and in light of evidence 

from the thematic review of existing literature, this study tentatively provides a 

direction for future research.

Although this pilot study investigated attitudes towards entrepreneurship and 

enterprise education within the visual arts and theatre sectors, a similar study could 
be carried out with other sub-sectors of the creative industries which are considered 

to have higher growth potential, such as film and video-gaming. Expanding the 
reach of the research could lead to a larger comparative study which would examine 

the synergies and differences in attitudes between sub-sectors within the creative 

industries.

Field research highlighted the suspicions surrounding the creative industries 

terminology for those involved in Northern Ireland’s non-profit visual arts and theatre 

sectors. The perception that the non-profit arts did not belong to the creative 

industries concept could be challenged by exploring the nature and parameters of 

the relationship between subsidised arts and commercial creative industries in 

greater depth. If the debate is to be moved forward, interactions between the 

subsidised arts and commercial activity must be investigated in order to support 

anecdotal evidence with formal data. As recommended in 5.2.1.1., a mapping 

exercise could help provide insights to structures of the arts, particularly the mixed- 

economy which many artists and arts organisations inhabit.

Research findings placed great significance on income diversification through 

market, product and revenue diversification as key to reducing risk in arts 

enterprises. Further work needs to be done, however, to establish how the pursuit of 
funding impacts on the delivery of the artists’ or arts organisations’ central artistic
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missions. Future research should therefore concentrate on whether or not the 
pursuit of private funding and commercial ventures changes behaviours within arts 

organisations and among individual artists.

This research study expressly examined the state of and attitudes towards an 

enterprise curriculum for creative industries students in Higher Education in Northern 

Ireland. If resources were available, it would be interesting to undertake a 

longitudinal study of arts graduates who have received enterprise education as part 

of their degree programme, in order to measure the effectiveness of such training. 

Furthermore, those working as individual artists and within arts organisations called 

for attention to be given to enterprise training opportunities for those already working 

in the arts. It is recommended that further research be undertaken to examine 

existing enterprise training programmes for artists in the UK and Ireland and how 

these could best be adapted and delivered to fit the needs of the arts sector in 

Northern Ireland. Existing training programmes which deliver generic business 

suppo-rt to start-ups through Northern Ireland’s Local Enterprise Agencies should 
also be reviewed to test suitability for artistic enterprises.

5.7 Concluding Statement
As explained at the beginning of this chapter, the research presented in this thesis 

has contributed significantly to existing knowledge in the field of arts 

entrepreneurship, and this contribution is evident at both a theoretical and practical 

level. In broad terms, this study has clarified the ways in which the visual arts and 

theatre sectors in Northern Ireland perceive and engage with entrepreneurship and 

enterprise education. More specifically, although this study has identified a 

reluctance among members of the arts sector to recognise themselves as traditional 

economic entrepreneurs, a healthy pragmatism is present which makes the sector 

appreciate the need to link artistic creations to markets and consumers.

Significantly, income diversification achieved through market, product and revenue 

diversification emerged as central to commercially viable arts organisations and 

artistic practices in Northern Ireland. Government interventions like the Creative 

Industries Innovation Fund appear to have catalysed the growth of a more 

entrepireneurially self-reliant arts sector in the region and have opened the door for 

debate on the need for a more entrepreneurial approach to public funding of the arts.
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Attitudes towards and experiences of enterprise education among art students and 
educators at Northern Ireland’s two universities were also assessed. Visual art and 

drama students appeared highly motivated to engage with enterprise education in 

the context of preparation for professional practice. Provision varied between 

institutions though, highlighting the challenges for enterprise educators in research- 

focused academic settings, particularly when faced with budgetary restrictions.

A number of important recommendations for promoting the role of the arts in 

the creative industries, fostering increased levels of entrepreneurial activity in the 

arts sector and improving enterprise education provision for visual art and theatre 

students in Higher Education, have been suggested by the conclusions drawn from 

this research. The implications of implementing these should now be given due 

consideration by Government, the Arts Council and Northern Ireland’s Universities.

Policy-makers interested in growing the economic potential or supporting the 

self-sustainability of the arts should derive significant benefit from this study, as it 

summarises market access opportunities and the increased prospects for private 
giving. This study should be of practical use to the designers and providers of 
entrepreneurship education programmes, offering them insights into the favoured 

approaches to enterprise education from the perspectives of both students, staff and 

industry representatives. The incentivising of enterprise teaching should be of 
particular importance for Higher Education Institutions, and the legitimising of 

commercial work to students should be of critical concern to educators. Of particular 

importance is the suggestion to make available some level of post-degree enterprise 

support for recent graduates who are interested in pursuing their own artistic 

enterprise.

It is hoped that this investigative study has presented that entrepreneurship 

can be employed by the Northern Ireland arts sector to maximise benefits to the 

creative economy and the sustainability of the local arts infrastructure. Although this 

study is expressly focused on the Northern Ireland context, it provides a useful test 

case for wider application in arts communities across the world.
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CATEGORY 1: LOCAL VISUAL ARTS PROFESSIONALS

Commercial Art Gallery:
Range of high street 
commercial galleries, 
auctioneers and online 
dealers with established 
reputations in Nl.

Interviewee 
Name and 
Position

Rationale / Description

1) Gormley’s Fine Art, 
Belfast, Omagh &
Dublin

Oliver
Gormley
(Director)

Represents over one hundred artists and 
organises regular major exhibitions in the 
three galleries, displaying works by 
emerging and established artists. Gormley’s 
also actively participate throughout the year 
in many external fairs and events across the 
country.

2) The Mullan Gallery, 
Belfast

Caroline
Mullan
(Proprietor)

Dedicated to working in partnership with 
artists to promote their work. The gallery 
presents a series of mainly Irish Art 
exhibitions throughout the year, featuring 
leading and emerging artists from Ireland, 
both North and South, and continues to 
exhibit artists from further afield.

3) Ross’s Fine Art 
Auctioneers, Belfast

Daniel
Clarke
(Proprietor)

Art auctioneers for three quarters of a 
century. Ross’s is a member of The Irish 
Auctioneers and Valuers Institute and a 
member of The Society of Fine Art 
Auctioneers. Ross’s conducts quarterly 
catalogued auctions of Irish paintings.

4) Tom Caldwell Gallery Tom
Caldwell
(Proprietor)

The Tom Caldwell Gallery is one of the 
oldest art galleries in Ireland. Although the 
gallery was founded in 1969, it is part of a 
much older furnishing/interiors business 
which was established in 1946. The 
business focuses on the interior as a whole, 
specializing in art by living Irish artists.

5) The Emer Gallery Eimear
Flanagan
(Manager)

The second oldest commercial gallery in 
Belfast, The Emer Gallery, has been trading 
since the 1980’s.

6) Dickon Hall Ltd Dickon Hall 
(Proprietor)

Fine Art Gallery and Agent 
representing and exhibiting the work of a 
number of leading contemporary Northern
Irish artists, as well as curating exhibitions of 
work by major twentieth century Irish artists 
and British and European masters from the 
post-impressionists to the post-war period.

7) The Third Space
Gallery

Hugh
Mulholland
(Proprietor)

Commercial gallery selling contemporary 
art.
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Public Galleries / Visual Arts 
Venues (Non-profit): A mix of
visual arts venues across Nl, with 
varying missions.

Interviewee Rationale / Description

1) Catalyst Arts, Belfast Anne
McAuley 
(one of nine 
directors)

An artist led organisation, run by unpaid 
volunteers. Best known for challenging the formal 
structures of curatorship by realising projects of 
an experimental nature which break the mould of 
the artist-audience relationship, and confirming art 
as something to engage in or react to rather than 
something to consume.

2) Ormeau Baths Gallery, 
Belfast

Glenny
Whitley
(General
Manager)

OBG is one of the foremost exhibition spaces for 
contemporary visual arts in Northern Ireland.

3) Context Gallery, Derry Theo Simms
(Gallery
Director)

In addition to its rigorous exhibition programme, 
the gallery presents off-site projects, 
performance, film, audio-arts and cross- 
disciplinary projects, and has a proactive outreach 
and education programme producing cross- 
cultural initiatives and dissemination of 
contemporary art within the community. The 
Context Gallery is a non-profit, recognised
Charity.

4) Golden Thread Gallery Peter
Richards
(Director)

The Golden Thread Gallery is primarily a neutral 
venue for the presentation and education of high 
quality contemporary visual art and associated 
activities, including exhibitions, events, projects, 
touring products/exhibitions, outreach activities/ 
workshops on an interface area in North Belfast. 
The gallery has been working with a number of 
artists living and working in Northern Ireland to 
create a ‘not-for-profit’ form of artists' 
representation and has championed their work at 
national and international art fairs.

5) Belfast Exposed Pauline
Hadaway
(Director)

Founded in 1983 as a community photography 
initiative, Belfast Exposed Photography now 
functions as a gallery for contemporary 
photography with emphasis on commissioning 
and publication of new work.

6) Queen Street Studios Brendan
O'Neill
(Studio
Administrator)

QSS provides 22 studio spaces for painters, 
sculptors, live art, installation and mixed media 
artists who are at various stages of their career 
development. A dedicated gallery provides a 
vibrant contemporary exhibition space. The 
gallery programmes six exhibitions annually and 
exhibits work from artists locally, nationally and
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internationally.

7) The Naughton Gallery at 
Queen’s

Shan
McAnena
(Director)

The Gallery has become one of Belfast's most 
sought after and exciting visual arts platforms, 
featuring a rolling programme of works from the 
University's own collection, touring exhibitions and 
shows by local and international artists.

Individual Artists from varying 
disciplines within the visual arts 
at different career stages.

Rationale / Description of Work

1) Rita Duffy Current President of the RUA. Rita
Duffy has had numerous solo exhibitions 
in Ireland, UK, the USA, and Europe and 
is included in public, private and 
corporate collections worldwide.

2) Adam Frew Young ceramicist.

3) Visual Artist Anon 1 Mid-career artist

4) Visual Artist Anon 2 Mid-career artist

CATEGORY 2: LOCAL THEATRE PROFESSIONALS

Theatre Company Interviewee Name 
and Position

Brief Description of organisation / Rationale 
for inclusion

1) Big Telly
Theatre
Company

Zoe Seaton (Artistic 
Director)

Louise Rossington 
(General Manager)

The company places audiences firmly at the 
centre of its work through innovative creative 
processes, extensive educational and outreach 
programmes and accessible theatre.

2) Cahoots Nl Paul Bosco 
McEneaney (Artistic 
Director)

Cahoots Nl is a professional children's touring 
theatre company based in Belfast, Northern 
Ireland. Each production is at the centre of a 
body of outreach work designed to maximise 
artistic potential, customise the individual 
theatre experience and extend the imaginative 
life of the piece beyond the actual event.

3) Green Shoot / 
GBL Productions

Martin Lynch 
(Founder and
Creative Producer)

Green Shoot Productions is dedicated to 
commissioning and producing new writing for 
the stage, to the highest possible standards, on 
subjects relevant to the population of Northern 
Ireland. GBL is a commercial theatre company 
founded and run by playwright, Martin Lynch.
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4) Kabosh Paula McFetridge 
(Artistic Director)

Hugh Odling Smee 
(Producer)

The company aims to reinvent the ways in 
which stories are told, commissioning new 
writing and devising work for site-specific 
environments and installation.

5) Tinderbox
Theatre
Company

Michael Duke 
(Artistic Director)

Tinderbox produces two to three productions 
per year, carries out a range of initiatives to 
develop new writing for the theatre, and runs a 
year-round outreach programme in schools 
and communities across Northern Ireland.

Theatre/Arts
Venues/Festivals

Interviewee Name 
and Position

Rationale for inclusion

1) Lyric Theatre, 
Belfast

Richard Croxford 
(Artistic Director)

NTs only full-time producing theatre.

2) Grand Opera 
House, Belfast

Michael Ockwell 
(Chief Executive)

Presents drama, opera, dance, comedy, West 
End musicals and pantomimes.

3) Market Place 
Theatre & Arts 
Centre, Armagh

Jill McEneaney 
(Theatre Director)

Cultural and conference facility offering year 
round programming of performances and 
exhibitions.

4) The MAC Anne McReynolds 
(Chief Executive)

The successor to the Old Museum Arts Centre 
- MAC will be Nl’s flagship home for all the arts 
when it opens in early 2012.

5) Theatre at the
Mill

Bernard Clarkson 
(Theatre Manager)

One of Northern Ireland’s newest theatres.

6) Belfast Festival 
at Queen’s

Graeme Farrow 
(Director)

Belfast Festival at Queen’s is Ireland’s largest 
contemporary arts festival, attracting 60, 000 
people from all over the world.

Individual Practitioners Discipline

1) Dan Gordon Actor, director, playwright

2) Marie Jones Playwright, actress and 
theatre company founder

3) Owen McCafferty Playwright

4) Maggie Martin Actor

5) Patsy Hughes Recently graduated director

6) Des Kennedy Recently graduated director
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CATEGORY 3: HIGHER EDUCATION STUDENTS AND EDUCATORS

University Interviewee Position

University of Ulster Mark Ainsworth Course Director: BA 
Hons Fine and
Applied Arts

University of Ulster Professor Barbara
Dass

Head of School of Art 
and Design

University of Ulster Michelle Rusk Lecturer in Design 
Management

University of Ulster Liam McComish Senior Lecturer in
Digital Imaging

University of Ulster Carole-Anne Upton Professor of Theatre 
Studies

University of Ulster Dr Tom Maguire Senior Lecturer in 
Theatre Studies

University of Ulster Pauric McGowan Professor of 
Entrepreneurship and 
Innovation

Queen’s University 
Belfast

David Grant Lecturer in Drama and 
Director of Education, 
School of Creative
Arts

Queen’s University 
Belfast

David Gibson Teaching Fellow in 
Entrepreneurship

Student Focus Groups: A selection of undergraduate students from Drama and Fine 
Art Courses constitute the focus group participants

University Course Level

University of 
Ulster Belfast

BA (Hons)
Fine and 
Applied Arts

Undergrad

University of 
Ulster Magee

BA (Hons) 
Drama

Undergrad

University of 
Ulster Magee

BA (Hons) 
Drama

Undergrad

Queen’s
University
Belfast

BA (Hons) 
Drama
Studies

Undergrad
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Queen’s BA (Hons) Undergrad
University Drama
Belfast Studies

CATEGORY 4: BUREAUCRATS

Support Agency Interviewee Description /
Rationale for 
inclusion

1) DCAL Stephen McGowan 
(Head of Creative 
Industries & Innovation)

The Department of 
Culture, Arts and
Leisure (DCAL) is the 
government lead on the 
creative industries and 
has been working with 
various bodies to map 
out how to support and 
develop the creative 
industries in Northern 
Ireland.

2) Arts Council 
of Northern 
Ireland

Nick Livingston 
(Director of Strategic 
Development)

The Arts Council is the 
lead development 
agency for the arts in 
Northern Ireland. It is 
the main support for 
artists and arts 
organisations, offering a 
broad range of funding 
opportunities through 
Exchequer and National 
Lottery funds. The Arts 
Council have 
administered the £5m 
Creative Industries 
Innovation Fund to 
contribute to the growth 
of Northern Ireland's 
cultural capital by 
supporting creativity 
and creative talents in 
their business activities.

3) ACM David McConnell 
(CIIF Officer)

See above

4) ACNI Gilly Campbell 
(Drama Officer)

See above
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5) Audiences 
Northern
Ireland

Stephen Hadley 
(Chief Executive)

Audiences Nl was 
established by the
ACNI in August 2004 
to help grow and 
diversify audiences 
for the arts and 
cultural sector in 
Northern Ireland.

6) Belfast City 
Council

Brendan McGoran 
(Creative Industries 
Officer)

Shaped by the priorities 
set out in the Local 
Economic Development 
Plan, BCC are 
committed to supporting 
and developing the 
creative industries, 
providing jobs and a 
stronger economy in 
Belfast. BCC has 
identified the following 
key sub-sectors of the 
creative industries as 
priority areas:

• Film and 
television

• Digital media
• Music
• Design.

7) Arts &
Business Nl

Mary Trainor-Nagele 
(CEO)

Provides learning 
resources, fundraising 
advice, knowledge and 
information for 
organisations seeking 
private sector 
partnerships.

8) Invest Nl Sharon Poison 
(Manager Regional 
Business Team).

Invest Nl is responsible 
for the delivery of
DETI’S policies and 
strategies in relation to 
business support in 
Northern Ireland. These 
include encouraging 
investment (foreign and 
indigenous); stimulating 
entrepreneurial activity; 
increasing exports and 
trade; promoting R&D / 
innovation; and 
providing development 
support.
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9) Causeway 
Enterprise 
Agency

Jayne Taggart (CEO) Causeway Enterprise 
Agency Limited (CEA) 
is an independent, 
business support 
organisation, dedicated 
to building a strong and 
sustainable local 
economy by helping 
both new and 
established small 
businesses in the 
Coleraine area to 
maximise their 
potential.

10) Craft Nl Joe Kelly 
(Director)

A regional agency 
for the promotion and 
development of the 
design-led craft industry 
in Northern Ireland.
Craft Nl strengthens the 
practice of craft in 
Northern Ireland 
through supporting 
contemporary artistic, 
creative and business 
practices. It does this by 
raising awareness 
of the needs of 
practitioners and 
initiating regional 
development to support 
a vibrant and 
innovative craft 
industry.

11) Creative and 
Cultural Skills

Sarah Graham 
(Nl Manager)

Creative & Cultural
Skills and Skillfast 
alongside other 
stakeholders and 
industry representatives 
have worked with the 
Department of Culture, 
Arts and Leisure in the 
development of the 
Creative Industries 
Innovation Fund, 
providing labour market 
intelligence and skills 
needs analysis.
Members of the
Northern Ireland 
Employers Group of 
Creative & Cultural
Skills advised the DCAL
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Minister on the needs of 
the sector and how best 
to support its 
development, including 
the need for economic 
development support.
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APPENDIX 2: QUESTIONING GUIDES FOR VARIOUS CONSTITUENCIES

Theatre Companies/ Public Art Galleries

1. Tell me a little about (insert company name) and your role within the 
company/gallery?

2. In your opinion, what are the creative industries? Do you feel part of them?

3. In your view, what is a knowledge-based economy and how do the arts 
contribute to it?

4. What role do you see the creative industries as having in economic and social 
regeneration?

5. How would you define entrepreneurship as applicable to the creative 
industries? What differentiates the cultural entrepreneur from the traditional 
economic entrepreneur?

6. Do you consider yourself a cultural-entrepreneur? Why? What are your 
experiences? What challenges do you face?

7. In your view can enterprise and artistic vision go hand-in-hand?

8. Do you feel an entrepreneurial capacity can / should be fostered in the arts? 
Why?

9. Is achieving financial sustainability a key task for the cultural entrepreneur? 
Can you strike a balance between artistic vision and the organisation’s need 
for financial stability? Is financial capital needed for artistic vision to be 
realised?

10. Do you feel under pressure to seek a diversity of funding sources to 
supplement government sources / encouraged you to seek entrepreneurial 
ways to earn income?

11. To what extent does your company adopt a business and marketing focus 
and what effect is this having on audience development and artistic 
programming?

12. Do you feel the marketing process in the arts is conceptually different from 
that in other fields?

13. What is the key in bringing a new show to market?

14. What are your feelings about self-marketing/ branding for the arts 
practitioner?

15. What motivates you? In your view, what does it mean to be successful?
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16. To what extent is the weakening economy impacting your work?

17. Do you believe entrepreneurship can be taught and should it be taught to 
students from the creative arts disciplines?

18. What do you feel are the most appropriate forms of enterprise education to 
meet the needs of creative industries students upon graduation? What skills 
do they need to make a contribution to the creative economy?

Commercial Art Galleries / Dealers / Auctioneers

1. Tell me a little about (insert company name) and your role within the 
company/gallery?

2. In your opinion, what are the creative industries? Do you feel part of them?

3. In your view, what is a knowledge-based economy and how do the arts 
contribute to it?

4. What role do you see the creative industries as having in economic and social 
regeneration?

5. How would you define entrepreneurship as applicable to the creative 
industries? What differentiates the cultural entrepreneur from the traditional 
economic entrepreneur?

6. Do you consider yourself an entrepreneur / cultural-entrepreneur? Why? 
What are your experiences? What challenges do you face?

7. In your view can enterprise and artistic vision go hand-in-hand? Do you face 
challenges with the artists you work with in this regard? Conflict / tensions?

8. Do you feel an entrepreneurial capacity can / should be fostered in the arts? 
Why?

9. Is achieving financial sustainability a key task for the cultural entrepreneur? 
Can you strike a balance between artistic vision and the organisation’s need 
for financial stability? Is financial capital needed for artistic vision to be 
realised?

10. To what extent does your company adopt a business and marketing focus 
and what effect is this having on audience development and artistic 
programming?

11. Do you feel the marketing process in the arts is conceptually different from 
that in other fields?

12. What is the key in bringing a new exhibition / artist to market?
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13. What are your feelings about self-marketing/ branding for the artist?

14. What motivates you? In your view, what does it mean to be successful?

15. To what extent is the weakening economy impacting your work?

16. Do you believe entrepreneurship can be taught and should it be taught to 
students from the creative arts disciplines?

17. What do you feel are the most appropriate forms of enterprise education to 
meet the needs of creative industries students upon graduation? What skills 
do they need to make a contribution to the creative economy?

Individual Arts Practitioners

1. Tell me about your career to date (training and projects).

2. In your opinion, what are the creative industries? Do you feel part of them?

3. In your view, what is a knowledge-based economy and how do the arts 
contribute to it?

4. What role do you see the creative industries as having in economic and 
social regeneration?

5. How would you define entrepreneurship as applicable to the creative 
industries? What differentiates the cultural entrepreneur from the traditional 
economic entrepreneur?

6. Do you consider yourself a cultural-entrepreneur? Why? What are your 
experiences? What challenges do you face?

7. In your view can enterprise and artistic vision go hand-in-hand?

8. Do you feel an entrepreneurial capacity can / should be fostered in the arts? 
Why?

9. Is achieving financial sustainability a key task for the cultural entrepreneur? 
Can you strike a balance between artistic vision and your need for financial 
stability? Is financial capital needed for artistic vision to be realised?

10. Do you feel under pressure to seek a diversity of funding sources / 
entrepreneurial ways to earn income?

11. To what extent do you adopt a business and marketing focus and what effect 
is this having on production and growing audiences for your work?

12. Do you feel the marketing process in the arts is conceptually different from 
that in other fields?
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13. What is the key in bringing a new show/exhibition to market?

14. How have you found relationships with galleries and dealers? Do you 
outsource marketing to them?

15. What are your feelings about self-marketing/ branding for the artist?

16. What motivates you? In your view, what does it mean to be successful? (Is 
artistic innovation a measure of new product success / profitability or box- 
office success / Recognition and reputation seen as more important that 
commercial objectives?)

17. To what extent is the weakening economy impacting your work?

18. Do you believe entrepreneurship can be taught and should it be taught to 
students from the creative arts disciplines?

19. Did you leave Higher Education prepared to make the transition to 
employment / self-employment?

20. What would you imagine are the main challenges in delivering 
entrepreneurship education to HE students in the creative industries?

21. Is there need for a continuum of provision that supports and continues to 
develop graduates’ skills and behaviours once they leave the formal 
education system?

22. What do you feel are the most appropriate forms of enterprise education to 
meet the needs of creative industries students upon graduation? What skills 
do they need to make a contribution to the creative economy?

Policy-makers

1. Tell me a little about (insert org name) and your role within the org?

2. In your opinion, what are the creative industries? Where do the arts sit within 
them?

3. In your view, what is a knowledge-based economy and how do the arts 
contribute to it?

4. Do you feel the creative industries are suited best to the cultural or the 
economic policy sphere?

5. What role do you see the creative industries as having in economic and social 
regeneration?

6. How would you define entrepreneurship as applicable to the creative 
industries? What differentiates the cultural entrepreneur from the traditional 
economic entrepreneur?
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7. (FOR DCAL) The Northern Ireland Executive has established 'growing a 
dynamic and innovative economy’ as its primary strategic objective in the 
Programme for Government, OFMDFM (2008). Within that, the increasing 
importance of the creative industries has been recognised, with a specific goal 
to grow the sector by up to 15% by 2011. How have you set about achieving 
this?

8. Do you recognise that some sectors of the creative industries have less 
capacity to generate high levels of growth / have less commercial capacity 
than others? Is this reflected in who you target with assistance?

9. (FOR ACNI) The ACNI has established Audiences Northern Ireland and 
sponsored the Belfast Business awards 2009, it has been focusing more on 
market orientation and economic matters. Also been distributing Creative 
Industries Innovation Funding - is it fair to say this points to a move towards 
encouraging entrepreneurial self-reliance in the cultural sector?

10. In your view can enterprise and artistic vision go hand-in-hand?

11. Do you feel an entrepreneurial capacity can / should be fostered in the arts? 
Why?

12. Is achieving financial sustainability a key task for the cultural entrepreneur? 
Can you strike a balance between artistic vision and the organisation’s need 
for financial stability? Is financial capital needed for artistic vision to be 
realised?

13. Do you feel arts organisations are under pressure to seek a diversity of 
funding sources to supplement government sources / encouraged you to seek 
entrepreneurial ways to earn income?

14. Do you feel that Nl arts organisations are adopting a business and marketing 
focus? If so what effect is this having on audience development and artistic 
programming?

15. Do you feel the marketing process in the arts is conceptually different from 
that in other fields?

16. What are your feelings about self-marketing/ branding for the artist?

17. In your view, what does it mean to be successful in the arts?

18. To what extent is the weakening economy impacting the arts?

19. Do you believe entrepreneurship can be taught and should it be taught to 
students from the creative arts disciplines?

20. Are you familiar with the current opportunities for entrepreneurial learning 
within the HE sector in Nl? If so, what are they?
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21. What do you feel are the most appropriate forms of enterprise education to 
meet the needs of creative industries students upon graduation? What skills 
do they need to make a contribution to the creative economy?

Student Focus Groups

1) What year are you in, highlights of the course and what would you like to do 
after graduation?

2) Although most professional artists / actors function as self-employed 
independent contractors, the general public’s perception of them is that they 
are poor at business. Why do you think that is?

3) Expect to be self-employed? Are you concerned about earning a living?

4) Have you ever thought of self-employment / running your own theatre 
company? Do you know what that involves? Do you feel prepared to do that 
- final-year students?

5) Do you feel that drama students leave Higher Education prepared to make the 
transition to employment /self-employment?

6) Do you take part in extra-mural activities? How important do you think these 
are in preparing you for your career?

7) In your view, what is an entrepreneur?

8) Have you heard of the term ‘cultural entrepreneur’?
What differentiates a cultural entrepreneur from a traditional economic 
entrepreneur?

9) Do you consider yourself an artist-entrepreneur / do you aspire to become an 
entrepreneur? Why?

10) What kind of skills and capabilities do you think you would need to become a 
cultural entrepreneur?

11) Do you recognise that it is important to network / build relational capital as 
well as develop your talent?

12) What is marketing and does it have a place in the arts? What are your 
feelings about self-marketing / branding? You may go on to build a 
recognisable look, name and style through your work. Do you see yourself / 
your work as a brand?

13) What motivates you? What does it mean to be successful?

14) Do you think the weakening economy will encourage more students to be 
entrepreneurial?
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15) Do you believe entrepreneurship can be taught?

16) What is enterprise education and what should it comprise in your view?

POINTS FOR DUSCUSSION AND PROBING
• Enterprise capability supported by better financial capability and 

economic and business understanding?
• New venture creation is different from managing an existing corporate 

business and consequently the content and delivery of 
entrepreneurship education must be different to standard business 
management courses?

• Experiential learning / problem-solving / project-based learning / 
creativity / peer evaluation is needed / case studies / problem-based 
and experiential approach / e-learning / pedagogical styles.

17) What are the current opportunities for entrepreneurial learning for you guys? 
Do you have entrepreneurship modules, professional practice modules...e- 
learning modules?

18) Do you have enough of this - would you like more. What kinds of things 
would you like to be taught?

19) How is enterprise education delivered? Specialist teachers? Generic or 
tailored?

20) Do you feel teachers have relevant entrepreneurial skills and specialist 
knowledge to act as mentors and lecturers to you in this regard?

21) Would you like enterprise education to continue after you graduate?

22) Do you feel that creative graduates leave Higher Education with preparation 
to make the transition to employment?

Educators

1. Iln your view, what is an entrepreneur?

2. Do you believe entrepreneurship can be taught? What is enterprise 
education and what should it comprise in your view?

3. Tell me about opportunities for entrepreneurial learning within UU and your 
role in its Delivery.

Experience of e-learning module - what you do now

4. Although most professional artists function as self-employed independent 
contractors, the general public’s perception of artists is one of being poor at 
business. Why do you think that is?
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5. Would you agree that new venture creation is different from managing an 
existing corporate business and therefore the content of entrepreneurship 
education must be different to standard business management courses?

6. What pedagogical styles best suit the delivery of entrepreneurship education?

7. Do you feel that the creative industries belong more to the cultural or more to 
the economic policy sphere? Why?

8. What are your attitudes towards creative enterprise as an emerging area of 
scholarship?

9. How would you define entrepreneurship as applicable to the creative 
industries. What differentiates the cultural entrepreneur from the traditional 
economic entrepreneur?

10. Do you have difficulties in finding a sufficient number of people that have a 
good range of relevant entrepreneurial skills and specialist knowledge to act 
as mentors and lecturers to creative industries students?

11 .What have been your experiences of exposing creative arts students to 
entrepreneurship? What challenges do you face? Did these students aspire 
to be cultural entrepreneurs?

12. In your opinion how is graduate entrepreneurship best developed? Support 
aimed at increasing entrepreneurial capacity in the creative industries often 
assumes that access to markets is a given, but in terms of entrepreneurship 
would you agree that it is often innovation in strategies, processes and 
business models to develop and diversify markets that will deliver greater 
growth and profitability? If so are your students prepared for this?

13. Do you feel graduate entrepreneurship is cultivated most effectively when it is 
developed in relationship to the core subject being studied?

14.1s there need for a continuum of provision that supports and continues to 
develop graduates’ skills and behaviours once they leave the formal 
education system?

15. In your view, are training schemes designed for small businesses in other 
sectors transferrable to the creative sector?

16. Should an entrepreneurial capacity be fostered in the arts? Why?

17. How is enterprise education packaged and marketed? Do you think arts 
students may feel alienated by how enterprise education is packaged and 
marketed?

18. Are developments in on-line social networking having an impact on your 
students’ / graduates’ work?
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APPENDIX 3:
CODES AS RELATED TO OBJECTIVES (some overlaps occur)
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Aim 1:

Investigate the relevance of the creative industries and entrepreneurship 

concepts to the arts sector in Northern Ireland.

Objective 1.1

Locate the arts within the creative industries terminology.

RELEVANT CODES:

Alternative to creative industry
Argument for creative and cultural industries
Cl potential for growth
Cl putting the arts in danger
Cl suited to cultural or economic policy sphere
Cl worker characteristics
CNF
Creative industry genesis 
Creative industry rationale 
Criticisms of Cl term 
DCAL's Interpretation of Cl 
Define Cl 
Feel part of Cl
Why concentrate on certain aspects of Cl

Objective 1.2

Draw conclusions from current thinking on creative enterprise within the arts and 

cultural sectors and seek definitions of entrepreneurship as appropriate to them.

COVERED IN LITERATURE REVIEW CHAPTERS
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Objective 1.3

Investigate and distil the wider linkages between the creative industries and topics 
such as economic and social regeneration, growing of a knowledge-based economy 

and the stimulation of tourism.

RELEVANT CODES:

Cl suited to cultural or economic policy sphere
Cl potential for growth
Arts for arts sake
Catalyst
Capital
Concepts of value in the arts 
Contribution to the economy 
Convergence 
Creativity
Different levels of growth potential 
Entrepreneurial capacity in the arts 
Export
Links to business
Significance recognised
Social impact
The knowledge economy
Tourism
Value
Where we add value
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Aim 2:

Produce reliable data surrounding the phenomenon of entrepreneurship in 

Northern Ireland’s visual arts and theatre sectors. Assess to what extent a 

business and marketing focus is being adopted by artists and arts 

organisations in these sectors and what effect this is having on audience 

development and artistic programming.

Objective 2.1

Conduct primary research which investigates the experiences of arts entrepreneurs 

who work as either individual artists, or within arts organisations in both the 

commercial and subsidised sectors.

RELEVANT CODES:

Anti-arts administration
Apprentices
Art market
Artistic Director’s responsibility 
Arts claiming to do too much 
Arts marketing challenges 
Arts marketing differences 
Audience focus 
Board
Box-office systems 
Branding 
Business focus 
Business models 
Businesslike behaviours 
Changing consumption patterns 
Criticisms of funding structures 
Cultural entrepreneur (reactions)
Defining entrepreneurship
Difference between cultural entrepreneurship and economic entrepreneurship
Distribution
Diversification
Enterprise and artistic vision go hand in hand 
Entrepreneurial funding - venture capital 
Entrepreneurial responsibility 
Entrepreneurship and money 
Family
Financial sustainability
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Impact of the weakening economy
Innovation
Invest
Invest Nl
IP
Marketing in org
Marketing opportunities
Motivation
Strategic direction
Subsidy
Success
Supply
Sustainability
Not-for-profit
Online
Parallels to other SMEs 
Philanthropy 
Position of the artist
Pressure to seek diversity of funding streams
Priority areas
Professionalization
Profit
Programming 
Relationship with galleries 
Risk
Scalability
Sectoral development needs
See self as entrepreneur
Self-employment issues
Self-branding
Self-marketing
Sponsorship
Sport
Where investment should go
Women
The individual
Need for changing business models 
Need for entrepreneurial self-reliance 
Networks
New venture creation



Objective 2.2

Conduct primary research which investigates the experiences of those working 

government, academia and economic development that are charged with the 

responsibility of promoting creative enterprise.

RELEVANT CODES:

Anti-arts administration 
Audience focus 
Board
Box-office systems
Branding
Business focus
Business models
Businesslike behaviours
Changing consumption patterns
Cultural entrepreneur (reactions)
Defining entrepreneurship
Difference between cultural entrepreneur and economic entrepreneur
Distribution
Diversification
Enterprise and artistic vision go hand in hand
Entrepreneurial funding - venture capital
Entrepreneurial responsibility
Entrepreneurship and money
Financial sustainability
Impact of the weakening economy
Innovation
Invest
Invest Nl
IP
Marketing in org 
Marketing opportunities 
Motivation
Need for changing business models 
Need for entrepreneurial self-reliance 
Networks
New venture creation
Not-for-profit
Philanthropy
Pressure to seek diversity of funding streams
Priority areas
Professionalization
Programming
Risk
Scalability
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Sectoral development needs
See self as entrepreneur
Self-employment issues
Self-branding
Self-marketing
Sponsorship
Sport
Strategic direction
Strategy
Subsidy
Success
Supply
Sustainability
The individual
Where investment should go 
Women

Objective 2.3

Analyse the data using predominantly qualitative methods.

NA
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Aim 3:

Uncover the current state of and attitudes towards a contextualised enterprise 

curriculum for creative industries students in Higher Education in Northern 

Ireland.

Objective 3.1

Conduct a survey of current enterprise education provision within the spheres of 

visual art and theatre practice at Northern Ireland’s HE establishments.

Apprentices
Attitudes to being taught entrepreneurship
Education for creativity
Facilitators
Higher Education
Mentoring
Placements
R&D
Teaching 
Experience 
Experiences of HE 
Delivery 
Sufficient

Objective 3.2

Identify the most appropriate forms of enterprise education to meet the needs of 

creative industries students upon graduation.

Pedagogy 
Can it be taught?
Embedded
Challenges for enterprise education 
What should be taught?
Levels and standards 
Links to industry
When to deliver enterprise education
Recommendations
Self-employment issues
Feel prepared
Problem-solving
Project-based learning



Peer evaluation case studies 
E-learning
Provision post-graduation

Other nodes emerging from data not directly related to research objectives

Catholic
Craft
Critics
The generation game 
The troubles 
Trust 
Voluntary
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APPENDIX 4:
CODES MAPPED TO THEMES, MAPPED TO FINDINGS
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Exemplar transcript of interview with Glenny Whitely (General Manager at 
Ormeau Baths Gallery).

A= Interviewer 
G= Respondent

A: If you could tell me a little bit about you role at the Ormeau Baths Gallery.

G: I am what is known as the General Manager which basically covers everything 
which has to do with the operational end and a certain amount of strategy. My role is 
to make sure that the gallery runs smoothly, particularly around the area of finance 
and having financial procedure in place. HR would be under my remit as well and 
fundraising would be something I would be very directly involved with. The strategic 
element would be writing up strategy reports - I’ve recently done a funding strategy 
and I’m currently working on a marketing strategy. There will be an audience 
development plan which needs to be drawn up very soon which I will be responsible 
for and I will be involved, though not directly responsible for, an overall strategic 
plan.

A: OK - and what is your educational background?

G: My background is in the arts - quite recent... and came about in a very 
roundabout way. I had a friend who was an accountant and had a serious interest in 
the arts. He opened up his new practice in a building on Oxford Street - number 
One Oxford Street and he realised it would lend itself very nicely to a gallery space 
as well so he opened a contemporary visual arts space - but a commercial 
contemporary visual art space on Oxford Street - just before the Waterfront was 
being built. So the troubles were still going on and it was probably just a little bit 
ahead of its time. It was a very exciting five years while it lasted but unfortunately as 
a commercial gallery it just wasn’t sustainable. He asked me to come in for three 
months and get things set up and moving - it was meant to be on a temporary basis 
- it worked so I stayed and I was there for five years. My knowledge of art before 
that was very limited but it really gave me an interest and something I genuinely 
loved. So that was in 1992 - so I’ve had an interest in the arts since then. You’ll 
probably be aware that jobs within the arts are quite few and far between - it took 
me quite a while to get back in. In the interim I worked in training and as a funding 
consultant which was my last job before coming here.

A: You’ve probably heard the term ‘creative industries’ mentioned quite a lot 
recently. In your view - what are the creative industries and do you fell part of them?

G: Do I feel part of them - that’s actually quite an interesting question. I think the 
perception is that the creative industries are something that derives a direct income 
because of the creative nature of whatever it is that is being produced and from that 
point of view I would assume that no we’re not - one of the problems that we have at 
Ormeau Baths Gallery is because of the nature of what it is we exhibit, we’re not in a 
position to sell work. So we depend very - almost 100% on funding... So I don’t 
think... If you talk to somebody from Craft Ml - they are very much supporting 
creative industries - because they actually have people who are making work with 
the intention usually of selling it on... If this was a commercial gallery, yes, I would
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feel more part of it... where I would see the economic benefit is that there are jobs, 
there are people earning money, which in itself will help the economy. But as far as 
this being a creative industry - I don’t actually see it as that because I don’t know 
that we derive income - we don’t derive any income from the work that we sell. Very 
occasionally. The last exhibition supports my case with craft. The last exhibition that 
we had here - one of the rooms was given over to Craft Month and we exhibited the 
work of a ceramicist of Jack Doherty. He creates beautiful ceramic pieces and we 
sold about £3000 of that of which we will get a percentage on commission - so a tiny 
little income there. But I wouldn’t say that it’s the core of what we do.

A: Would you see the Ormeau Baths Gallery as part of urban regeneration?

G: Yeah - I think we have a very strange... it’s a bit of a dichotomy about what it is 
we do here. Our vision is to bring seriously high quality contemporary visual art to 
the public, whether they be visitors or people who live locally. I think we do that and 
we do it very very well. Certainly if visitor numbers were the only thing we were 
being measured on I would know the types of exhibition to put on to bring in huge 
visitor numbers. But that is not necessarily what we’re about - we’re trying to stretch 
the public's perception of contemporary visual art. We’re trying to take getting the 
public to engage in something that is almightily different or stretches them a little bit. 
That is quite a fine line because if you stretch too much you won’t get visitor 
numbers other than those who are very au fait with the artists work. Part of our role 
is to educate as much as anything else...and I think we are quite good at doing that. 
However, the other side of the work we are doing here is the education and 
community aspect which is very different. What we’re trying to do is encourage... to 
say, “this building is a public building and you are free to come in here and 
experience whatever it is we have on display - or whatever programme educational 
events we are putting together”. I think equally we do that very very well. I don’t 
think we’re good at telling people we do it well - I think we have a bit of a positioning 
/ branding / PR issue in that we’re not shouting from the rooftops the things that we 
do. We do have a really interesting education programme and part of my marketing 
strategy is to make sure that we are getting that across. I want everybody to feel 
comfortable about walking though the door and I think there is a perception about 
contemporary visual art that is high brow and elitist and separatist. We don’t really 
want anybody... the number of people who come in and feel that they have to 
understand fully what is going on in here, often times I don’t understand fully what a 
piece of work is about - but I can experience it on whatever level I can experience it.

A: It’s interesting what you say about the marketing side of things. To what extent 
does the Ormeau baths adopt a marketing focus?

G: We are adopting - it’s currently happening... We recruited two marketing interns 
for a three month stint...we are currently working on a marketing strategy. We have 
a volunteer marketing consultant who is willing to give some time and currently we 
are looking at this in phases. The first phase is we want to identify who our visitors 
are. We want to identify who our visitors are and really segment that so that we can 
understand who the various types of people that are coming here are and their 
reasons for coming here and identify the gaps and try and figure out what the 
barriers to access are and see if there is some way we can put together education or 
community programmes so that we are going across a spectrum of the population.
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Not everybody is going to be into art - as not everybody is interested in sport. My 
own personal vision... I would love to have a PR and marketing campaign. I think 
unfortunately we just don’t have money to employ a consultant to do that. I will be 
looking to see if there is any funding available from trust or foundations to support 
that... most will support community and education projects, but it’s very difficult to get 
a Trust or Foundation to support a core function / revenue function within the 
business.

A: How would you see this new marketing focus affecting artistic programming - 
would it affect artistic programming?

G: I don’t think it would affect our exhibits - as in our artistic programming. I think it 
would direct our educational, community programme. We have a Saturday 
children’s workshop where we have an arts teacher who will come in and work with 
children and pay £3 to do that. Last night we had a Turner Prize judge giving a 
lecture here. We work very closely with RNIB - we’ve had a visually impaired group 
in here making art. We can take visually impaired people around so that they can 
engage with the art. It’s very beneficial for us and those we’re taking around. There 
is a big focus on focusing efforts on older people. We have several school groups 
and artist-in-residence programmes in schools. We are currently working with the 
Simon Community to get a public art project off the ground with them. We have a 
funding application in with the Arts Council for an older people’s programme because 
this used to be a bath house - a lot of people of a certain age will come in here and 
say, “I learned to swim here”. We want to actually produce a public piece of art 
where we have an artist filming, taking these stories and we would have that 
permanently on display. That’s a wide range and we take any of those to target a 
segment. That is where the identification of gaps will direct programming - but the 
identification of gaps will not direct artistic programming because we feel we need to 
set that agenda, rather than follow that agenda. We think we need to bring the best 
that there is and let people see that. I think it is a huge contribution towards tourism 
- going back to your original question about being part of the creative industries. 
There is an economic benefit.

A: You also mentioned branding. Do you feel Ormeau Baths is a brand and how do 
you feel about that?

G: Are you aware of our history? The impact of the shutdown caused us a great 
deal of problems. I have been here since January 2009 - just over a year and a half. 
I think one of the things that I have tried to do since being here is to stop lying under 
that - because I think Ormeau Baths Gallery lay under it for a considerable period of 
time and we were always apologetic for being here still and apologetic for what had 
happened in the past - I don’t think it did us any good. And there is a generation of 
artists out there who are very negative about what happened at that time and 
continue to be so. Interestingly not the people who were directly involved at the time 
because Hugh has been here since and has curated an exhibition here on behalf of 
the University of Ulster - but there is still that underlying bitterness and sometimes 
not so underlying. However, there are a new generation of artists coming up who 
appreciate what it is. We had the ‘Arrivals Exhibition’ recently where we had 15 
emerging artists and actually - some of them were quite overwhelmed by having the
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opportunity to show here. They were good artists - but it made them feel very 
confident about their work. Are we a brand - not yet!

A: Do you aspire to be?

G: Absolutely! Absolutely.

A: And what benefits will you reap from becoming a strong brand?

G: I think we would become identifiable to a wide audience that I don’t think we are 
at the moment. I think there are a lot of people out there that don’t know much about 
us but do remember 2006. I think it would beat the final bits of that down - other 
than the diehards who will always have an issue with it. We also need a brand to try 
and push forward our importance - I think we are quite important in what we do. We 
may cost the Arts Council a lot of money - ultimately the public sector, and we may 
be perceived to be elitist because it’s perceived that we show silly stuff - but I think 
we do have something to say and if we want to be taken seriously as a tourist city we 
need to have this level of contemporary visual art on display and I think that as a 
brand we need to push that forward and make the public more aware of what it is 
and why it is that we do it. And a justification on their spend - because ultimately it 
is the public spend that keeps this place afloat.

A: How would you define entrepreneurship?

G: First thing that comes to my mind is good ideas, good ideas that can be taken 
somewhere and make money - can be marketed.

A: Do you feel that you are an entrepreneur?

G: No - I’m not and I never would say that I am. Are there those within here who 
would perceive themselves to be? I don’t know that the word entrepreneurship... I’m 
looking at it from a point of view that someone has a good idea and makes money 
from it. I don’t know that the Ormeau Baths is ever going to facilitate that. We don’t 
have that selling ability - we can’t turn it into hard cash in the accepted sense of the 
word, “there is a lovely piece of art, would you like to buy it?” To me if that was the 
case - the artist is the entrepreneur in that case not me - we would be able to 
facilitate her ability to do that and would bring entrepreneurial skills to bare as far as 
marketing or promoting whatever it is they are doing or making this place accessible 
for people to come in to do view it and decide if they want to buy it. Because if the 
nature of what we show - the opportunity doesn’t come along very often. So I’m not 
sure coming from what I understand to be an entrepreneur that it is an essential skill. 
There is a very famous line - one of my favourite quotes, “one guy says to the other 
- you don’t want to be the man - you want to be the man the man depends on”. And 
I see myself in that role - so I see myself in a supportive role and I don’t particularly 
want to promote myself but I want to be in the background doing whatever I can...

A: Do you see entrepreneurship - the end goal is to generate money? What about 
cultural entrepreneurship?
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G: Yeah ok - that would certainly put a different slant on it. My training background 
would have been - we would have taught entrepreneurs - very often they didn’t 
come from a particularly educated background but they had great entrepreneurial 
skills and a great sense of making money. That’s where my understanding of it 
comes. Cultural entrepreneurship - yes I can see what you’re seeing and yes then I 
would see our role as - this is something you may not have thought about before or 
may have perceived contemporary visual art as something which is very silly and 
nothing to do with me! I think yes we have a role in changing that perception - if you 
would consider that to be entrepreneurial then I would see that. I think we need to 
be setting the agenda as opposed to just saying - this is what is popular at the 
moment. My dream is - now don’t quote me on this - is that we reach a point where 
somebody says, “It’s in the Ormeau Baths Gallery, it must be good!” And I think the 
gallery had that for a period of time and I don’t mean that in a pretentious way. I 
want us to prove ourselves that we are getting reviews - the serious critics are 
saying what’s happening in here is good. I want us to be perceived as exceptional.

A: How much energy would you spend focusing on those kinds of stake holders like 
critics - marketing yourselves to them, not just your audiences?

G: Again, because we have been concentrating so much more on what are media 
input is - again I think we shied away from it. You almost need the gap whenever 
something difficult like 2006 happens - you always need that gap that allows 
everything to settle down - so that every time somebody comments on something it 
doesn’t begin with - “having reopened after being shut down by the Arts Council in 
2006 - and I think we did that very successfully and I think it was good to keep our 
head down for a while and let everything settle. Now - we’re starting to build that 
relationship with the media. Arts Extra would often be involved in our openings and 
do interviews. We had quite a sizeable piece in the Telegraph on Friday night when 
we opened which was essentially about culture night - but 80% of the article focused 
on what was happening here. We had an interview with Culture Nl just the other day 
and we’re starting gradually to break through to national media - the Sunday Times 
Culture Ireland bit - we’re starting to get listings in there - we got two lines in 
Saturday’s Guardian - we were very happy about that. We are now focusing on 
building that relationship and that is all part of the perception package...that may 
sound very cynical but it seems to be the way that it works and it seems to be the 
way that people’s perceptions are developed. Once they get in here - they can 
make their own judgement. Ciara who works here and is our education and 
community officer is working with Visual Arts Ireland to have an art critic competition 
where we will invite people to come along and submit a critical piece because there 
is concern that there are not sufficient critics around at the moment. So we’re 
actually going further back from that - saying this is what we have got at the 
moment. Ian Hill died very recently - who is replacing him? We need people who 
are really serious and really committed to critiquing art properly as supposed to 
somebody who is essentially taking our press release and putting an image with it. I 
think we are willing to discuss and debate and those are the people who will come 
here and give lectures and talks.

A: Do you feel that entrepreneurial capacity can go hand in hand with artistic vision? 

G: Yes, as long as you maintain your level of whatever your value is - as long as
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you don’t go beyond that and as long as the art doesn’t suffer to the entrepreneurial 
spirit. I think an artist needs to be actually quite pure about the work that they make.
I think once an artist starts - again I’m looking at it from a financial point of view. I 
think once an artist starts to make art because they know what they can sell, when 
they know what they can derive publicity or good criticism about, they start to lose 
the spirit. I think it’s a fine balance. I think the artist needs to be true and pure, and 
honest and maintain their values. I have seen artists who - I call it ’churning’, where 
they start to turn out pieces - particularly in the commercial world.
They go, “this is selling...” and they build a pocket of supporters and patrons around 
that - and once they start to stretch out of that - they all back off and...from a 
financial point of view - there can be an entrepreneurial spirit but there needs to an 
awareness of where you display your art - how your art is presented, how you 
promote yourself - but I think the content of your work shouldn’t be swayed.

A: In your role here at Ormeau Baths - is achieving financial sustainability one of 
the biggies?

G: It’s crisis...at the minute particularly I think it is the thing that I find most difficult 
about the job because the most we can do to achieve some kind of income is to hire 
out the venue - but look around the space at the moment. Where would you fit a sit 
down dinner? I wouldn’t be terribly comfortable with people having drinks around 
this! I have these visions of people setting glasses of wine down on top of 
suspended plinths or swinging from the olive tree. We have to be very careful - of 
the six exhibitions we’ve had this year - we’ve had two where there was potential to 
hire out the gallery space. So that’s been quite difficult for us. That’s as much as we 
can do from an earned income point of view. We sell some magazines too - we 
charge for some of our education events - that’s limiting what we can do ourselves. 
Sponsorship is very very tough at the moment because... some of suppliers will give 
sponsorship in kind which is great - but outside of that we are limited... so therefore 
we get our core funding from the Arts Council - and all arts organisations have been 
told to seriously think, if they get their funding cut next year, how will they deal with 
that.

A: Are you being encouraged to look for new sources of...

G: Absolutely and we’ve known that for some time. I think sometimes arts 
organisations get very angry and difficult with the immediate funders. I think 
sometimes there is a lack of understanding that they are only doing what they can 
with the cut that has been imposed on them. Yesterday morning’s news that we are 
going to have three different sports centres. That is hard to take when it’s coming 
from the same Department. I don’t see how those two things sit. Of course the 
Olympics which I think is right and proper and great - should be happening - but it 
has impacted on the amount of leisure funding that is available. So it’s a big struggle 
at the moment. We are looking around, like every other arts organisation for where 
else we can find the money - so we are competing very heavily with one another for 
that. And the fact that it isn’t easy. I don’t think you should get money for nothing - 
but actually the amount of paper work involved whether it’s for ASOP or Lottery 
funding - Esmee Fairbairn, any of the big... The amount of paper work we have to fill 
in reporting back - again not necessarily the fault of the funder - but that has come 
from above because there is this whole bureaucracy that surrounds exchequer
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funding that means we have to be constantly feeding back and constantly feeding 
back - that is time consuming. It’s time consuming to research where you’re going 
to go to. I was part of a programme that was funded by Arts Council through Arts & 
Business - and it’s a diploma in Arts Management which I have just finished. All 
were feeling the same - feeling pressure to get money out of somewhere else. We 
are all bogged down with it - but how much time do we actually spend on 
fundraising? Is 30% of our day enough? Do we need to be bringing in somebody 
who focuses on it 100%? Can we afford to bring a new person in? If you bring a 
fundraiser in that pays for themselves - only if the funding is there and you can find it 
- no matter how good you are. The criteria is getting higher. Higher and higher 
standards. The funders will have their own criteria - we start to get into the realms 
of being funding driven and having worked as a funding consultant - funders hate it. 
Organisations hate it because then - changing a programme just so we can make 3 
grand from something. Sometimes getting 3000 takes as much work as to get our 
core funding of £300,000. It’s very very tough - whilst we can develop our 
programming - getting our media addresses, we’re being recognised as an 
important art space again - fantastic. We’re doing all those things - all those things 
are good. But the other side of the coin is that we don’t have any money to do 
anything with. We have less and it becomes harder and harder. Every arts 
organisation that is heavily funded will be hanging from their nails at the moment 
until we get through this next funding round.

A: It’s tough out there.

G: In a nutshell.

A: What is key to putting on a successful new show and what is success in your 
eyes?

G: I actually can’t define it - for me personally what it is. It’s the buzz and 
atmosphere surrounding us as a group getting it off the ground. Where you can walk 
around and hear people saying, “this is amazing”... it’s like a party... sometimes it 
can be a bit dull sometimes it’s great and that’s a measure - but there is no official 
measure for that. Obviously the amount of publicity and how positive that publicity 
is...

A: Would you put reputation and recognition above audience numbers and they 
money that you bring in?

G: The reputation and recognition will go towards us getting funding. People who 
fund like to know what’s been said about us outside of here - what our reputation is. 
If we can bring lots of positive things along that will support our application...so we 
have a recording of Arts Extra. We have been on Arts Extra every exhibition we 
have put on - we have clippings from the media. I don’t think it’s an either or 
situation - because I think it supports us getting money. Would we completely 
change our programme to suit somebody who was prepared to give us a lot of 
money? Certainly I wouldn’t advocate it - I think we’ve actually lost it at that point 
because then we don’t know what we are and we don’t know what we are - so we 
don’t know what it is we are selling to the potential funder. And that comes across 
very clearly. I do think those two things are very important. However, if we are
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doing it right and promoting it right - people should be interested enough to come 
through.

A: And back to this notion of entrepreneurship again. Do you think it can be taught 
and should be taught to creative industries students?

G: I think business should be - I don’t think entrepreneurship...I personally don’t 
think that it can be taught having worked in training for many years. I think an 
example of that would be from a scientific point of view or an engineering point of 
view - who has the skill and knowledge to develop a product. They may not have 
the entrepreneurial skills to get that product to market - and very often they will seek 
out people who do have that skill... a bit like Dragon’s Den - you get the investor in 
to push out the product. I think artists need to be taught business and I think they 
need to understand the world that exists to enable to get to this point. I think there is 
always a perception here, particularly in the commercial end, not so much here - I 
think it’s underlying - this feeling that the gallery is out to rip them off, or the gallery 
is out to make money on the back of them. And in the commercial circles that may 
well be true. Certainly when I worked in a commercial gallery we were taking 40% of 
an artist’s piece which is a lot of money particularly if you are an emerging artist and 
unfortunately for them because we had to invoice them for the commission and we 
were VAT registered - we had to charge them VAT on it as well. So they didn’t like 
that at all - it was almost 50%. So I think there needs to be an understanding from 
artists of how much it costs to put on a show like this and where that expenditure 
goes and how they as artists could be more businesslike in their approach. I think all 
those things would be very useful. I think particularly within craft - I have met one 
girl in particular who is a jewellery maker and she is very very focused and very 
entrepreneurial - has a real entrepreneurial spirit and the fact that I’m using the word 
spirit would suggest that it’s something that can’t necessarily be taught. She knows 
that she needs to get some business training and she is setting about doing it. I think 
that’s what I would see as a need - whereas I don’t think really they can be taught. I 
think the gift is their ability to make art - they may or may not be entrepreneurial 
within that.

A: So they could be exposed to things like marketing you think?

G: Yeah - I think you can learn that. I think finance is the tough one. Most people 
even within the gallery here, because I am responsible for the financial element- 
they will come and say I need money for this. The guy who does the programming is 
the best person I have ever worked with in terms of making a budget and sticking to 
it. I think those are things that the passion of the art and the exhibit and opening an 
exhibition becomes all consuming and the precision and detailed things that an artist 
will focus on. I don’t think there is an understanding of that amongst artist - not all - 
some do. I think it would be an interesting thing for artist to learn. I don’t know if it is 
part of a module now in University?

A: This is part of what I’m investigating here - what the outcome of that learning is.
In terms of enterprise education or business training - I was about to ask you what 
skills they need to make a contribution to the creative economy...



311

G: I think there is that and I think there is possibly an understanding of engaging
with people would be quite useful for some - not all - some are very
engaging...others not so much. I guess it depends on what the artists is looking for.
If you have someone who is a fine art painter and they want to sell their work I think 
it is really quite important. My commercial experience would teach me that people 
who buy love to meet the artist - love to engage with what the work is and that piece 
is more important to them because they spoke with the artist. I think there are little 
things in there that artists could learn that could help artists promote themselves as 
well as their work that wouldn’t do them any harm. But I know there is a feeling 
among artists of being quite enigmatic and untouchable... I’ve heard an artist say, “I 
will never talk to anyone about work”... it depends on what they get from it. Even 
sometimes explaining that to the person that’s buying is quite a good thing. I know 
that Siobhan is quite taken aback when people come to her with their hands on their 
hips and say, “tell me what this is about!” She feels that they are not contributing 
anything to this - that they are not trying to get the work. She can accept someone 
saying, “It reminds me of...” and she will engage on the basis of that, but there has to 
be some effort from the person viewing the work rather than just demanding, ”... give 
me give me give me!” And I think artists could learn a little bit of emotional 
intelligence. I don’t know whether that could be taught.

A: It’s interesting what you say about building relationship with the end customer, if 
you like. Equally do you feel that the individual artist needs to build relationships 
within the industry?

G: Networks - absolutely! We have an exhibition coming up towards the end of our 
season. The artist will be doing quite interesting installations in here and a lot of it 
will involve steel or a car and that artist is currently engaging with people who may 
be able to bring these things in without any cost. Now he’s got everything in there - 
the fact that he knows how limited our funds are - he’s got the fact that rather than 
coming to us and saying you need to pay for all this, his show would be very limited 
so he has worked that all out - he’s gone off to get things free of charge and is 
engaging with a steel company and a car company and will effectively be promoting 
what they are doing. He knows he has something to bring - something to offer and 
ultimately he benefits because he gets the show that he wants. But he sees all of 
that as being part of the artistic process. And sometimes I think there is a bit of 
melodrama, “please sponsor me, I’m an artist”. I think that needs to be broken 
down. If artists want to live off their work, that needs to be broken down. It’s all very 
nice for Pre-Raphaelites, that was fine but artist don’t want to live in garrets anymore 
and paint and die of consumption and for people to be spending millions of pounds a 
hundred years later on their work. If they don’t want that then they need to work out, 
this is actually a business, and I need to be thinking in a business like way about this 
and it’s difficult because they don’t want to give up their art, their values but it is a 
creative process and it is actually not dissimilar to me saying I know what I could do 
to bring visitors in here - but I think I would be underselling the very essence of what 
we are to do that. It’s the same for artists, “I know I can sell the chocolate box stuff - 
but that is not who I am”, - so they need to get more people to engage with their 
work...or engage with them...or accept that the galleries are the people who do that 
and let them get on with it and don’t get so upset if you have to give them a huge 
chunk of your sales away. I think it’s all compromise and engaging with others in the 
end and understanding what’s going on in the industries would be very helpful and
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that includes other artists and if you’re looking for an entrepreneurial spirit, go to the 
whole Brit Art thing that went on in the 90s whenever they said, “we’re fed up with 
galleries and funders and everybody telling us what to do - let’s get a warehouse 
and do this ourselves”. I think that is an absolute demonstration of an artistic 
entrepreneurial spirit. I don’t think there is that many that can actually do it - but 
there is one or two that can - the time was right.

Philanthropy is something that is being pushed very heavily at the moment - 
especially from Arts Council and down through Arts & Business. Part of that Link 
Programme that I did - we have five days in Boston ten arts organisations - we also 
did some site visits to various art organisations in the states - a couple of theatre 
and an arts centre and my favourite - the ICA - which is just out of this world. The 
idea is that we try and adopt and adapt in some way the philanthropic spirit that 
seems to exist in the States that we don’t have. One of the big things - the learning 
that came out of it for us was if you want to sit on an arts organisation board in the 
USA - you pay for the privilege and you pay at least £2,500 a year and they have 
boards of 40 people and they have a level underneath, that of overseers of maybe 
60 people and they are their potential board for the future. But I sat in a lecture by a 
guy who was talking about philanthropy and he started talking about this website and 
I was 15 minutes into this website - he’d set it up to allow philanthropists to pick out 
what they wanted to support - so they would go in and put - arts - children - people 
like us would have put us forward as a charity. That idea seemed totally alien to me. 
Rather than have to go and target some body of work and say - would you ever 
think about giving some money - that in this instance you were having people would 
have within them a desire to give one. Their difficulty was finding out where to put it.
I must say - culturally far removed from our experience and I don’t know how we 
achieve that and my thinking is that there needs to be a holistic approach to that in 
that it’s not just about the arts organisation cultivating those relationships - it’s about 
the board of those arts organisations coming along - using their networks and also 
encouraging amongst their peers a philanthropic spirit. Also that becomes easier if 
they are actually paying money. And I came back to my board very recently within 
days of coming back and I was doing a short presentation on what it was and I said, 
“the boards are actually paying for the privilege and I’m happy to take cheque or 
cash”. So it was quite fun to see the reaction to that. If you are doing it as a board 
member then you are in a better position to encourage someone else to do it. Also I 
think that people who are prepared to give money in general - there should be a way 
for Arts & Business to put together some programme where they are targeting 
people and making suggestions to them and saying have you ever thought about 
supporting an art organisation - and I don’t mean sponsorship. I actually mean - 
where they are philanthropists or they feed into this one philanthropic group where 
people interested in the arts all feed into that and then they have a method of 
distributing that. I think there is such potential for doing that. We don’t have the 
same high net-worth individuals here as you would have in Massachusetts - but 
there are a significant amount of people that you could do something with and I think 
that that would be incredibly useful but I think it needs to be working with the people 
who have the money. Working with the boards of organisations - working with the 
officers of the organisations and trying to build something that makes it acceptable to 
us. At a conference recently - the speaker felt we had weeks not months to achieve 
this - but that we needed to do something and we needed to do it quick and I think 
that that’s where the problem is at the moment. That it has come up now - when
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actually it takes years of relationship-building, I think that’s where we have a difficulty 
at the moment. However, it is a way forward and we need to move forward. 
Interestingly the American organisation we talked to - when we said to them, “would 
you like to be funded from government, exchequer or federal sources,” they said,
“Oh God no - they would interfere far too much”. We talked to a director at the 
Huntington Theatre and he said, “there is the Artistic Director, the Chief Executive - 
we present to the Board - the overseers, they give us some money and we tell them 
what it is we’re doing”. We said, “do they interfere in the programme” and he said, 
“absolutely not. I’ve got my reputation - he hired me on the basis of that and my 
Artistic Director is the same. This is what our programme is and if you don’t like it - 
fire us”. And I think that is the confidence thing that happens there. The interesting 
thing about them is that they said everybody who bought a ticket was a potential 
significant donor. And they - you bought a ticket - email - thanks very much - hope 
you enjoyed it. They’ll give you a two for one offer - subscription - high level 
subscriptions - why don’t you come and sit on our board - be an overseer all costs 
money right to the end when they are saying - what are you doing about your will. 
But because that has started from the first time they bought a ticket - it’s not like 
you’re saying to somebody, “you look a bit dottery - have you made a will?” I don’t 
think we have that length of vision. But these guys have a marketing team of 15 
people who are on the phone all day. I think we try to work within a very restricted 
environment, a very financially restricted HR environment. Your staff is your biggest 
cost. If you employ somebody to do that - you need to be really sure of what the 
result are going to be before you employ that member of staff. The entrepreneurial 
spirit - I can see how we can do this and that - but I can’t implement it - it’s 
physically impossible - it’s financially impossible to do it. Our practice visits are very 
very good - particularly if you can take from it. ICA raised 75 million dollars in seven 
and a half years to open this landmark building. It stretches out over the water and 
internally, it is amazing. They need to raise between 12 and 15 million a year to 
keep going. They charge $12 entry fee and they have 300,000 visitors a year - and 
it is - they have an amazing shop and an award winning chef cafe. It is out of this 
world and they have a technology suite full of Macs and an amazing theatre and a 
visual arts space - which is 1600 square feet.

A: It's like those tertiary elements that bring on the experiential marketing.

G: But it’s purpose built - they moved from an old disused police station in a grotty 
area in downtown Boston and brought it to the Waterfront. You can feel the vibe 
when you go in there. Everybody is excited about where they work and what it is 
that they are doing and their education community programme is fantastic. But 
nobody is saying, “you must have an educational community programme of this 
magnitude”, part of what they do is their contribution to the city. There is a lot of 
what can we give back. And I don’t know why we don’t have that spirit of what can I 
do. It just doesn’t seem to come naturally to us. There is an awful lot of keeping 
records of how much we have. I think there is learning there - those things are very 
positive and useful but as I said in my presentation - it takes more than ten people 
from arts organisation to change what is happening here. We need to put plans, put 
a strategic plan in place. Maybe those ten people is where you want to start - but I 
think we need to do something
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Interviewee Classification Key Themes Identified

David Gibson 
QUB

Educator Entrepreneurship is creating something - solution to a problem in 
whatever context. Corporate / public sector.

Entrepreneurial competencies and skills can be taught and 
developed. Openness to learning.

NB: Pedagogy = experiential. Real life selling / marketing.
Reflective learning. Challenging in an academic environment as it 
goes against a robust academic style of teaching.

Students need to experience emotional side and psychological 
side - running company / social enterprise - success and failure.

Active-based/ project-based/ new venture-based learning

QUB and NICENT 2003. Embedded entrepreneurship in the 
curriculum. Curriculum based learning reaches more students 
than extra-curricular activities. Initially introduced to science and 
technology courses - spread to humanities. Putting 
entrepreneurship education into existing modules in customised 
fashion.

Easier to do generic courses. UU ran online courses.

QUB provide a curricular qualification. Degree Plus: outside 
certificate - goes on degree transcript.

Humanities don't realise that what they are doing is 
entrepreneurial.

Teach selling skills - the discomfort and realities of rejection.

Perception that you go to university to get a job, as opposed to 
set up your own business.

Cl belong to cultural or economic sphere?
50/50. If you want to sustain non-profit making status, need 
people to buy product to allow you to be purely cultural.

Artist not responding to needs from purely business context - 
responding to cultural thoughts of the artists.

Many arts students fear they're being taught capitalism. They 
think of the Apprentice. Tension rests in face that they are not 
being taught purely art, until they realise the relevance and 
importance. Greatest success with music technology students.

Cl students need to be entrepreneurial when they leave QUB. 1 
see so many who don't use entrepreneurial skills to their
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advantage.

MA students want to embrace concepts, realised it's about using 
them to get where they want to be as opposed to fitting societal 
notions of what an entrepreneur is. They want to put on an event 
not run a worldwide business.

When at QUB students can leverage the university system: 
financially. When they leave, can be haphazard how they find 
their way. Need for mass seminars targeting those students who 
left in past 2 years.

Best way to market entrepreneurship education is to make it a 
compulsory module - make part of assessment. Extra-curricular 
only has a narrow reach. I work with 5,000 students each year 
and make them go to events.

The focus is being eroded by staff cuts backs. There is not enough 
champions - need to find more. Need incentive base for that - 
why would you?

Entrepreneurial University of the Year but infrastructure not 
there. Perception will remain for a few years. Working in an 
unfriendly environment. Fighting against Uni politics.
Institutional support not translated into practical steps.

Need sustainable funding that you're in control of.

Paula
McFetridge
Kabosh

Artistic 
Director of 
Theatre 
Company

A site specific theatre company.
-Major projects
-Smaller scale projects (work to commission / smaller grants / 
cultural tourism with quick turnaround)
-Bespoke theatre for events and conferences.

People naively believe we're watering down work.

By touring work, generate money that can go into reserves of 
company to match funding for lottery.

Reaction to Cl. Constantly reinventing terminology. Inevitable 
that we need to talk about arts as a business. Need to find way to 
qualify and quantify its impact for people not engaged in Cl.
Create language where we can explain what it is we do and the 
worth of it. A term used to get make non-creative businesses 
more creative.

Kabosh couldn't find anything to apply for in ACNI's GIF, yet more 
corporate orgs in PR and marketing could. Need to be defined. 
Endless government reports saying Cl going to save economy yet 
creative elements not funded properly is problematic.
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Reinventing the wheel. Taking money away from those 
recognised around the world. Now international term. Cl is 
hailed as the salvation of economy but look at funding cuts. Cl 
being constantly weakened, yet being told it's the way forward.

Quantity of jobs created - hospitality to print.

Entrepreneurship in the arts doesn't exist. None of us have the 
resources where you can lose money.

Need independent commercial producers in Nl.

Importance of public and private networking.

Cultural entrepreneurship tied to strategic development.

Entrepreneurship and artistic vision can go hand in hand. All bout 
people.

Without business investment in arts we're screwed. Difficult 
when you don't run a venue - no corporate facilities. Tourism 
work is our lifeline e.g. Belfast Bread Tours. Takes pressure off 
our box-office.

Achieving financial sustainability not possible in theatre and arts 
because biggest source of income is always box-office... always an 
estimate.

Quality of product has to be first. Money will come eventually.

Every project has a marketing plan. Never enough money to 
invest in marketing.
Communication is key!
Marketing tools are constantly being reinvented.

We unashamedly market to those interested in space, not what 
you're putting into it. Marketing is massive. A skill we 
underestimate.

Support of local media so poor. Quantity of national critical 
analysis is so poor. The impact it is having on the marketing of the 
arts is massive.

IMPACT ON PROGRAMMING: It's about getting a balance. Can't 
do two risky projects in one year or two that would attract a 
smaller audience. How do you fit into landscape.

MOTIVATION: Transform people's lives...when people get excited 
about projects. Giving people good employment.



318

SUCCESS: How to tour site specific theatre internationally... To be 
financially stable. To get ACNI funding.

Entrepreneurship should be taught - 100%. Need knowledge of 
finance, how to sell self. A personal ambassador. VAT, Nl, 
Contracts, Union.

A debilitating industry if you don't have skills - someone else 
deciding what happens to you. How to pitch self, draw up CV, and 
negotiate wages.

Marketing needs to be taught alongside core subjects to allow 
people in CIs to think about business more seriously.

Not going into Cl to make money.

How you fit into the landscape. Develop landscape where you can 
define what you do.

Under-resourced independent theatre sector can't cope with 
internship requests. Bursaries need to be available.

Maggie
Martin

Actor Creative industries — a strange term. Never thought 1 was part of 
them when 1 started out. 1 loosely feel part of it, whether 1 like it 
or not.

Cultural Entrepreneur: Promoting and mining the rich cultural 
scene - bringing it to the surface and disseminating. Need to be 
managed, disseminated widely enough.

One woman show - equivalent to sewing on sequins. Learned 
skills, advertising, publicity... ultimately taking you away from 
writing and performing. Fear this is happening more and more to 
publicise ourselves. Work becoming hollow. Need to be enabled 
and assisted more with good administrator and visionary 
producers.

Seeking to professionally work within the business of creativity.

On Defining Entrepreneurship: Something 1 haven't got!
Somebody who's a risk-taker, spot something before it's 
happening. Opportunities to see talent and where particular 
talent slots in. How to value talent for its own sake.

Traditional entrepreneur v cultural entrepreneur. Same but deal 
in different things.

1 am a cultural entrepreneur but not a very good one in a 
monetary sense.
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Entrepreneurs used to taking hits, but when you're an artist the 
hits are harder to take. I'm old fashioned, wouldn't call myself a 
business person - alien to me.
When doing TV and theatre you're employed.

Actor is a business person from the get go - the day they step out 
of drama school. Glossy photographs, advertising in spotlight all 
costs money. Don't sit back and let agent do all work - you're 
publicising self too.

Adopt a business focus by sending out CVs - reminding people. 
When you lose the risk in art you lose the art...

Facebook has been very good for getting stuff out / generating 
interest.

Relational capital - very good term.

What's key to bringing a new show to the audience: love to say 
it's because it's good but advertising is important. I've worked 
hard on press releases. Though all preamble in world won't make 
show any better.

Self-marketing is a necessary evil. The buzz surrounding someone 
can carry them quite far, but they might not be working.

Does consider self as cultural entrepreneur.

In Nl people formed theatre companies out of necessity. During 
troubles, nothing here. If they wanted to put on work, access 
other work and do it themselves.

Find what you can uniquely bring.

Actors not creative artists, artists of experience. A very hard area 
to occupy.

Sometimes not about how many letters you write, it's about the 
parties you go to.

Paul Bosco 
McEneaney

CAHOOTS

Artistic 
Director of 
theatre 
Company

Cl is everywhere - wide-ranging. Easier to say "what isn't".

I think terminology in arts sector must change... our own 
terminology alienates people. Need more terms that are 
paralleled with business terminology. Just like other industries, in 
arts, spend years researching product.

I was an A&B trainer - exposure to business vital. A lot to learn 
from each other - not a one way system. The door has opened.
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Define entrepreneur... motivation and backbone. In all arts orgs 
someone drives the bus.

Usually about one person with a vision and a story.

SUCCESS: For people to identify Cahoots with brilliant product.
Not about revenue... can't be about revenue.

Bulk of revenues from fees, sponsorships and funding outside
ACNI funding. Fees generated by touring... Increased reputation, 
loyal audience, income rises.

Dependent on ACNI for core funding - covers staff wages but we 
fund projects that run without funding.

1 suspect being able to run as a viable business is critical at this 
time. Funders will be looking for sustainable arts orgs - who get 
more for the money they put in.

Board has wealth of business experience, use it to blend into what 
we do. Board encourage me to run company like a business.

We're strategic. Treat org as viable business and reap rewards of 
that.

Cahoots has a series of sub-committees - e.g. Marketing Sub
committee. Realised not enough staff for marketing during 
preproduction periods. Outsources to agency.

A Business Plan / End of project reports.

Take on audience feedback - collected on postcards.

Cahoots has very identifiable brand and style. Audience has 
expectations.

Self-branding is massive - only as good as last show. Important to 
let others know about it. Need to do more in our sector.

In recession, we did our biggest production. No coincidence. Arts 
resilient.

Those at drama school need to understand the logistics of running 
a theatre company. As an actor would be useful to know how 
company operates.

Can entrepreneurship be taught? Not sure that you can teach 
motivation.

Daniel Clarke

Ross's Fine Art

Art Dealer and
Auctioneer

Clearance of houses / antiques / picture auctions. Founded in 
1920's and 1 acquired it in 1988. Firm well established, so do 
things in same way. Have introduced a bigger emphasis on Irish
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Auctioneers paintings - the high value end of the market. Equals 50% of 
turnover.

Creative industries? We're in the service industry / not creative... 
we provide advice.

Define entrepreneur? Seeks and seizes opportunities that are out 
there.

The essence of entrepreneurship doesn't change - regardless of 
the sector it's in.

Others view me as an entrepreneur. Been self-employed for 30 
years.

Very best artists are easiest to work with. They've proven 
commercial success and are more confident. Stand on own two 
feet without being controlled by galleries and willing to accept 
market forces.

Entrepreneurship can be fostered. Students should be 
encouraged to at least consider entrepreneurial approach. 
Generally true to say real artists aren't entrepreneurs.

Ireland and GB have vastly expanding middle class with more 
spending ability and disposable income. Better informed by 
media which is growing confidence to consider art.

Artist as a fashion accessory. Names become brands - though not 
criticising the quality of work.

Commercially becoming a brand is good for an artist - but not 
every artist seeks commercial success. For earlier works, bad 
works to make big prices, can cause distress.

Saleroom not the place to showcase new artist. Gallery creates 
confidence. Media more receptive.

Need more arts programming on TV and press.

For public to judge artists work. Gallery owners and auction 
house to bring work to market. Art critics to give commentary.

For artists to engage in marketing is a distraction. To take focus 
away from art is not helpful.

The need to pain and how the artist derives a living is an entirely 
different subject. SEPERATE CONSIDERATION.

SUCCESS: being respected as a business and a business man. 
Reputation important to feeling of well being and success.
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Students need to evaluate value of product. Other disciplines 
focus on their product and leave marketing to others. Don't see it 
as different to any other product.

Oliver
Gormley

Director of
Commercial 
art gallery

Everything else was just a business. The art is something that 1 
love, it's more than retail. Originally the art business was a small 
part of the company - low risk.

Creative industries? 1 would feel part of Cl. Things have to be 
created, marketed and developed. You create something from 
nothing.

Supermarket, newsagents, toy stores....

The challenge of building something - the creation of 
something....once built, bored.

Art is more diverse and challenging - hard to put a price on 
something. People don't understand the value of something but 
are willing to pay.

1 am a cultural entrepreneur. Didn't set out to be, but when you 
work in art business, it is about culture and growing a business. 
Subconsciously you are. Take something and market it.

The art business is 70% about good marketing. Marketing is very 
much part of our ethos. A good product is easy to market - get 
out there. Certain ground rules: Need exposure to public - give 
people confidence in it and the critic is an important part of it.

Critic not as prevalent in other industries...

If it doesn't succeed commercially, business will not be here.
We're commercially minded and want to sell.

Invest Nl not interested, because we're not manufacturing? We 
start with a raw canvas. It has to be created.

Enterprise is bringing it to market.

1 think of the artists as my children. They lock themselves away in 
their work and find it difficult to sell. More than anyone they 
need somebody to market, sell and promote work.

Key to new exhibition: brining work to people who understand it. 
Price. Presentation.

The artist and the gallery are brands. Some shy away from it but 
people want to associate with something. Something they 
understand and know.

Internet has made it easier for the artist to self-market.
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My challenge is discovering new artists and helping them develop.

SUCCES FOR ARTISTS: The buzz of exhibition... when people love 
work... but all irrelevant if you can't make a living. There's a fine 
balance.

Most artists will work through anything though - important for 
them to produce.

TEACH STUDENTS? 1 was naturally entrepreneurial but there are 
lessons that 1 could have been taught. Nothing wrong with 
failure.

Marketing is only a layer.

Peter Richards

GOLDEN
THREAD
GALLERY

Director of 
Non-profit art 
gallery

Golden Thread provides commercial representation in response 
to the art community and art going community - people want to 
buy up and coming artists. At the moment there are very few 
commercial spaces in Nl that have any connection to 
contemporary art.

Any money made by GT is reinvested in selling work for other 
artists. We take part in art fairs - expensive, £10,000 London Art 
fair - get 25,000 visitors who pay admission. Profile artist and
show them in a commercial context...

We pay artists to do workshops... positive impact. Helps artist to 
be more self-sustaining, then we can use our resources to better
effect...

Entrepreneurship definition: If Art School educated it means 
being resourceful - combing imagination and 
pragmatism...finding solutions to solve problem in a way that's 
not normally done.

People do things in relation to the parameters they are in.

Entrepreneurship in the cultural sphere isn't all about revenue.

Yes, 1 am a cultural entrepreneur. As an artist and Director of 
Gallery, I'm allowed to develop programmes that best respond to 
lack in the existing provision. Local artists alongside established 
international artists. Career development and experimentation.

WHAT IS A CULTURAL ENTREPRENEUR?

Understanding what exists, having experience of how it is done 
better elsewhere and seeing how you can make change with the
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limited resources that exist. Change and shape future of how we 
work.

Enterprise and artistic vision should be one thing in a way. The 
artistic vision is just looking for ways of doing things... which is 
what art is about.

Entrepreneurship is fostered in the arts inadvertently...should be 
made clearer... common misconceptions... especially from Arts 
educationists... supposed to be doing it as a pure expression of 
the soul... moral... all those things generally are nonsense. 
Financial sustainability is key for cultural entrepreneur... If you 
can't continue you won't get any better at it.

Visual artists need to be aware of how what they do can fulfil the 
need of the funder. If you can supply them with the figures and 
outputs they're looking for, then you should apply for that 
funding. And you should because that why it was set up for.

As an org, we're heavily reliant of funding. Vicarious position. 
Seeking to shift that mix - within funding stream, even public 
spaces should be allowed to develop commercial aspects for 
sustainability... taking commission allows us to.

There's a misconception... how can you be funded to go to an art 
fair - it's a commercial activity... majority of spaces commercial. 
We lack that infrastructure here - need someone to pioneer and 
take it forward. Artists here are very collectable and should be in 
the marketplace. We go and play at being a commercial space, 
but go with a different set of objectives. We want the artist to get 
taken on by another commercial space...we only have a team of 
four people.

Marketing: We strategically marry our programme with the 
cultural calendar.

I mentor recent graduates: Focus is not on their work but on 
professional development. Personal statement, press release.

We need to grow our brand as an org so funders accept us. 
Artwork only valid when artist is still an artist.

Artists need to build brand to support long-term growth. Building 
desire in artist and their credibility is part of building their brand. 
Self-branding perceived negatively. Substance of work lacking. 
Mistrust.
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Students: Huge focus in colleges about technique and concept 
rather than on how is their practice is going to be sustainable. 
Should organise visits to resources available - ask how gallery
works.

Understand how infrastructure is set up.

Brendan
McGowan

DCAL

POLICY

Nl Government lead in Cl - role is to put more vigour into creative
industries.

DCAL acting as a catalyst across government - raising awareness 
and realising potential of Cl.

My role is with policy. Looking for new opportunities for 
collaborations within the department and with external 
stakeholders. The spill-over impact of creative and cultural
industries.

Creative industries moving beyond the broad thirteen DCMS 
categories.

Lack of awareness among public and wider public... what are the
Cl. What is this potential, they hear the business term, what are 
they?

IOD highlighted Cl as important growth sector for Nl.

DCMS approach 13 sub-sectors... 1 find value in broader 
concepts...the NESTA definition... how value is produced... how is
value created within sector.

Model needs to be established that facilitates touring. Need not 
rely solely on public purse and ACNI intervention.

The value moving fwd in terms of Nl PLC will be ideas coming out 
of collaborations across these sectors and not necessarily from
within one sub-sector...

Spill-over impact of the Cl. Arts and Culture in the creative 
industries as a catalyst... a creative or entrepreneurial catalyst.

DETI / INVEST Nl have core economic remit - take sectors with 
most growth potential.

DCAL promotes economic value of sector, must provide balance 
not all about economics - catalyst for economics of individual 
wellbeing...we have duty and responsibility. As a government, in 
supporting that have to recognise in terms of Nl, rebalancing
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economy... the Cl and more business side of the arts is recognised 
across the world as a key growth area. Area where Nl has 
potential. Creating an economy that harnesses that potential, we 
can build an economy that will generate revenue that will enable 
gov to look at broader issues.

Should a business need impact upon programming? I think it can 
and I think it should. Personal view.

I don't see the problem with arts orgs tapping into what will 
engage the public... if an artistic org has core principles and 
approaches, they can also diversify to an extent where they can 
have other initiatives where they have greater revenue 
generators, which feeds that greater good.

The artist as a brand - do artists feel dirty thinking of themselves 
as a brand? Encouraging them to be more enterprising, but are 
we forcing them to do something they don't feel comfortable 
with? Am I developing my own brand... in every walk of life., 
facebook... personal branding... managing their brand...

ENT definitely should be taught - have seen benefits first 
hand...entrepreneurship education is critical...should be set down 
in primary school...entrepreneurial approaches can be nurtured 
from a young age. As an approach to life. DELIVERY: A parallel 
two track approach. Different disciplines taught together. 
Individual school should have different interventions.
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APPENDIX 7: 
CONSENT FORM
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DATE:

“Entrepreneurship in the Creative Industries”

A Research Project by Adrian Margey (PhD Candidate from Queen’s University, Belfast)

Declaration of Consent

I agree to take part in this focus group as part of a research project undertaken by 
Queen’s University PhD candidate Adrian Margey.

I understand that the recordings will be used solely for the purposes of data 

collection and validation in line with this study. Actual recordings will not be 

broadcast through any other medium. Once captured, data will be stored digitally 

and securely through a password protected system for a period of five years and 
then destroyed. Only the author will have access to the recordings. Anonymity is 
guaranteed upon request.

Researcher’s signature:

I wish to remain anonymous: Yes □ No □

Participant’s signature:
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APPENDIX 8:
EXPLANATORY TABLE OF ACRONYMS
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ADM-HEA Higher Education Academy Art Design Media Subject 
Centre

A&B Arts & Business
A&B Nl Arts & Business Northern Ireland
ACI Arts Council of Ireland
ACNI Arts Council of Northern Ireland
ASOP Annual Support for Organisations Programme
BCC Belfast City Council
CEO Chief Executive Officer
CNF Creative Industries Innovation Fund
CPD Continuing Professional Development
CSR Corporate Social Responsibility
CV Curriculum Vitae
DCAL Department of Culture, Arts and Leisure
DCMS Department of Culture, Media and Sport
DEL Department for Employment and Learning
DETI Department of Enterprise, Trade and Investment
DUP Democratic Unionist Party
EU European Union
FE Further Education
FUS Fondo Unico per lo Spettacolo / Sole Fund for 

Performance
GBP Great British Pound
GDP Gross Domestic Product
GEM Global Entrepreneurship Monitor
HE Higher Education
HEA Higher Education Authority
HEI Higher Education Institution
HKU Hogeschool vor de Kunsten Utrecht
MAC Metropolitan Arts Centre
NESTA National Endowment for Science, Technology and the 

Arts
NICENT Northern Ireland Centre for Entrepreneurship
NUB Northern Ireland Tourist Board
OBG Ormeau Baths Gallery
OECD Organisation for Economic Cooperation and 

Development
OFMDFM Office of the First Minister and Deputy First Minister
PSA Public Service Agreement
ROI Republic of Ireland
SIAP Support for the Individual Artist Programme
SME Small and medium-size enterprise
QUB Queen’s University Belfast
UK United Kingdom
UNCTAD United Nations Conference on Trade and Development
UNESCO United Nations Educational, Scientific and Cultural 

Organisation
USA United States of America
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uu University of Ulster
UUB University of Ulster Belfast
UUJ University of Ulster Jordanstown
UUM University of Ulster Magee
WEF World Economic Forum




