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Cultural policy and the local state: Sheffield 1960-1987

by

Elizabeth Greenhalgh

Abstract

This thesis considers the organisation and development
of local state cultural policies in post-war Britain,
taking as the central focus the policy concerns of
Sheffield City Council in the period 1960-1987.

The concept of the local state is developed to discuss
local policies as constructed within a framework set by
the central state but not wholly determined by it.
National cultural policy: the political, social and
economic factors that impinge upon it; and its relation to
the local state, form a basis for the examination of local
state cultural policy.

The objectives of national public cultural provision
have been informed by particular definitions of culture
and by post-war themes of the preservation of national
cultural heritage and of increasing public access to it.
These themes were central to the post-war political
policies of social consensus.

A complex relation between public cultural provision
and the developing mass market reveals the contradictions
within the state’s political and cultural objectives. In
dealing with these contradictions the local state reveals
both its subordination to the national state and its own
particular configuration of the roles of state and market.

The three Case-Studies were chosen to illustrate key
issues. The first case-study considers the way
preservation of traditional high cultural forms has been
negotiated. The second discusses the development of
recreation policies, formed within the primary structures
of the municipal authorities. The more recent development
of policies for the cultural industries as inclusive of
market based cultural forms, provides the focus for the
third case-study. '

The thesis has an empirical base, much of the material
was drawn from interviews with Councillors and Officers of
Sheffield City Council; from Council Committee papers;
from attending policy group meetings; and from discussions
with representatives from cultural organisations in the
city. .

The empirical research is analysed in the political,
economic and social contexts within which cultural policy
is constituted. '
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In Britain public policy formed to deal with 'culture' has -~

usually, (that is historically), been associated with
policies designed to support the protection, production,
practice and exhibition of what is generally understood.as
‘high art'. State policies affecting the development of
culture defined in a more general way, for example, as
"embedded in a range of activities, relations and
institutions of which only some are manifestly cultural”
(R.Williams,1981:209), are not, on the whole, recognised
as 'cultural policies'. Since 1945 cultural policy has
operated within a division between 'high art' and ‘mass
culture'. Although this framework has been modified over
the 1last forty years, it has worked as the structuring
paradigm of post-war cultural policy. VHowever, the
development of cultural policy is dependent on changing
definitions and understandings of the social categories
'art' and ‘'culture'; the nature and content of 'high art'
for example, has been significantly altered, even though
its relational definition has been retained.

The purpose of this project is to uncover the development
and impact of local state cultural policy. Although local
policies have been developed in the context of national
policies they are not simply a reflection of them. There
are a number of reasons why concepts of culture, of
cultural provision and cultural need, have been
interpreted in different ways by public institutions such

as the Arts Council and a city council. These two public



"institutions have had different relations to the way the
definitions of culture, and the assumptions about class,
taste and art that informed cultural policy, have been

developed in the post-war period.

What is meant by cultural policy ?

The idea of a public policy for the organiéation of
culture, especially public culture, is based on the
explicit attempt to support, promote and incorporate a set
of cultural values as part of the function of state
institutions. Cultural policy operates to construct a
conceptual framework which legitimises certain practices,
cultural traditions and forms. It does so in a complex
relation to other excluded forms and, crucially, emanating
~as it does from the state, cultural policy is implicitly
defined in relation to the market - a requlated commercial
system of organising and distributing amongst other
things, cultural commodities and services. 1In many of its
aspects cultural policy is thus determined by the
interaction between state and market.

Cultural policy as public policy in the postwar period has .
developed in relation to a funding system in whiéh
finances drawn from revenue raised by taxation are applied
to interventions in the cultural field as a matter of
public policy, and is therefore constructed as operating
in terms of the ‘'general interest'. However, the notion of
publicly subsidised culture for the public good has a

complicated relation to the ‘'market' since on the one hand
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"it suggests the removal of certain cultural forms from the

market, (protection from market forces), while on the
other hand it can also reinforce the market by leaving the
rest of its operations unquestioned. Public subsidy 1is,
in simple terms, supposed to be an anathema to the logic
of the market, yet by removing those services»that cannot
exist under the conditions of the market, public subsidy
can be understood as supporting market logic - the
operations of the market are left in place while cultural
forms arising from an earlier phase of market culture or
patron based social relations are subsidised. State
policies and market pressures can at some levels be seen
as distinct and contradictory, they must also be seen as

inextricably bound to one another.

Where is cultural policy made?
Cultural policy as a matter of public policy emerged
during the second world war as an attempt to develop a
cohesive national cultural identity. However, the model
upon which cultural policy developed was derived from an
earlier system of cultural patronage.(l) What resulted
from the merger of public policy with cultural patronage
was a form of public patronage. As Raymond Williams has
pointed out, the defining characteristic of all patronal
social relations is the privileged position of the patron.
"It" is this fact above all which makes the patronal
definition of any public body, deriving its authority
and resources from the supposed will of society, at

best controversial, at worst quite inapplicable
(R.Williams, 1981:44)
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"Developed within the framework of public policy, cultural

policy also has to be seen in the context of the attempted
construction of the post-war consensus, and therefore as
part of the formation of the national interest, and of the
social democratic state. The post-war development of
public policies for culture indicated the social and
political wish to go beyond the basic aim of state welfare
provision and engage with questions of the ‘'quality of
life'. In many ways cultural policy represents the
particular nature of British post-war social democracy.
While other areas of public policy, the economic, health,
and education policies were central to the state
structures, explicit state sponsored cultural policy was
developed as a semi-autonomous public quango - the Arts
Council. In this way cultural policy was to be removed
from direct political and market involvement. However,
although this structure appeared to be relatively
autonomous it simply legitimated the complex relations and
negotiations of a protracted form of political
influence. (2)

The central philosophy informing the Arts Council's
implementation practices was condensed in the phrase ‘'arms
length'. This phrase suggested both the notion of distance
from political influence, and policy and funding as a
regct%ve process, responding to artistic requests from
worthy artists, groups or organisations, and then

remaining distanced from the artistic process, and thereby



The construction of the role of cultural policy as simply
allowing art to flourish, without questioning the
assumptions about the nature of production upon which such
a premise is based, affirmed a particular ideology of
cultural production. It is an ideology that appears to
give pride of place to the creative artist. It thus
justifies a role for public patronage as following the
dictates of artistic ideals which are elevated to a level
of wuniversal cultural value and therefore well removed
from immediate or even long-term political concerns. By
concentrating on forms of artistic practice as closed-off
aesthetic systems, and constructing a notion of artistic
inspiration as removed from worldly concerns, this
ideology of cultural production tends to distance artistic
practice from audiences. Thus the very conception of art
and how it is produced dovetails with a particular
conception of the role of public patronage as apolitical,
and as serving universal values.

These notions‘of political non-interference and artistic
autonomy as central to cultural policy are historically
specific, and can be seen as part of the post-war attempt
to demonstrate the ideal of the 'free world'. As such,
state supported art would appear to be totally 'free' in
contrast to the Soviet Union's ‘'socialist realism' -
British policy was to promote a national culture not an
official one.

Policy was also, crucially, developed in relation to a



"general sense that these cultural values were under threat
from commercial forces. Williams (1981) describes _ the
relation between the state and the market as asymmetrical.
The state has always been involved in struggles over
licensing and controlling or protecting and encouraging
market developments. However, he argues that the asymmetry
between the market and the state's official reproductive
institutions, schools and cultural institutions supported
by the state, changed in character as the market system
expanded. These institutions are the site where cultural
policy can be located, where the process of formalising
hierarchical interaction and the development of culture is
also part of the struggle to maintain political and social
domination. In contrast to earlier forms of more explicit
state coercion, of control and licensing, in this period
of pbst—war affluence, cultural policy came to occupy the
position of constructing more consensual definitions of
culture. Therefore new forms of class consciousness, the
changing position of women and ethnicity contained fhe
potential threat of fragmentation and conflict which could
be countered by a redefinition of national culture that
stressed unity. So despite the way, dependent as it was on
public subsidy, cultural policy could be seen as
diametrically opposed to the market, this study will aise
iqdiqfte the way it can also be seen as responding to
deeper long-term shifts in the restructuring of market

economies.’



related to the market; although the degree and form of
this asymmetry changes historically, policy is shaped
within the asymmetry of the state and market. The
immediate post-war cultural policy can be seen as an
attempt to defend the older cultural traditions threatened
by the developing conditions of mass commercial cultural
production of the market, but it was constructed in the
political terms .of social democracy, for the national
good. It 1is clear that in the post-war period there has
been a series of complex contradictions and conflicts,
emerging at different moments and on different levels over
cultural issues, between the state and the market, between
state regulation, systems of cultural reproduction and the
capitalist market.

The sphere of explicit cultural policy centred on the Arts
Council is only a small part of a much wider often
implicit cultural policy. The state intervenes within the
production of culture at every level: the infrastructure
of public spending, legally enforceable contracts,
copyright and royalties, various kinds of regulation and
planning, all have pervasive and deep repercussions on
the general organisation of culture.

A most important area of cultural policy, and one that has
been carefully regulated, but not by cultural policy
institutions, is broadcasting. The state took an active
role in deciding the shape of a national broadcasting

system right from the outset. The cultural ramifications
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‘of broadcasting have been, and are, far more wide-reaching

than that of the Arts Council both in financial terms, and
in the size of its audiences and in its relation to the
development of other cultural forms. The conceptual
separation of culture from broadcasting indicates the
general trajectory of state policies in maintaining a
restricted sense of cultural values. The dimensions of
restriction are based on a distinction between culture as
arts and culture as industry. It is a deep division which
structures conceptions of culture in this period. However,
the idea that there is a historically fixed aesthetic
subject matter that can be termed ‘high art' is
misleading. In terms of the development of an art market
in the post war period there has been a shift from a
position of a few patrons to a broader group of middle-
class consumers. This shift is mirrorred in the nature and
content of high art which in many manifestations has been
influenced by mass culture. What is significant is the
relational re-application of the terms ‘'high' and ‘'mass'
to cultural phenomena and cultural change.

In his book Culture (1981), Raymond Williams sets out a
series of shifts in the devélopment of cultural and market
relations in the area of cultural production, which move
between ‘'artisanal®', to 'post-artisanal', to 'market
prpfe§sional', to 'corporate professional' and to various
'post-market institutions'. He suggests that cultural

relations arising from each of these phases are found to



production. However, although each phase has not simply
replaced the previous one, and not all cultural production
has been transformed by the market to commodity type, they
relate to different market economies. Williams argues
that the late phases of market culture are very different
from its earlier phases.
Its institutions, in their increasing centrality, have
moved towards a situation in which it could be said
(but with the qualitative difference of an epochal
change) that cultural institutions are integral parts
of the general social organisation. In a modern
capitalist economy, and its characteristic kind of
social order, the cultural institutions of press and
publishing, cinema, radio, television and the record
industry, are no longer, as in earlier market phases,
marginal or minor, but both in themselves and in their
frequent interlock or integration with other productive
institutions, are parts of the whole social andeconomic
organisation at its most general and pervasive.
(R,Williams,1981:54)
Although the state regulates to some extent the activities
of the cultural institutions Williams lists, (eg through
broadcasting), it 1is not regarded as cultural policy.
Explicit cultural policy is, and has been, focussed
through the post-market institution - the Arts Council,
which on the whole deals with cultural forms that can be
described as produced under artisanal or post-artisanal
economic conditions. From 1945 to the early 1980s, the
Arts Council has been concerned with intervention that
protected particular kinds of cultural production and
consumption from the arena of market forces. 1In the late

1980s the Arts Council grasped at ways of relating some of

these cultural forms to contemporary market economies



T T T TR TTEET O msEs_m—-—-—J - T T TmTm e

- e &

This discussion of cultural policy is based on what =

cultural policy has been, and not on its potential to be
developed in very different terms. Such a reformulation
depends not only on a different conception of the cultural
role of the state but also on redefinitions of culture as
the subject of cultural policy in the light of audiences

for, and uses made of, particular cultural forms

What is the culture of cultural policy: how is it
distingiushed from other kinds of culture ?

As the French theorist Henri Lefebvre amongst others has
pointed out, the notion of culture 1is unstable and
changing.
In France we have a Minister of Culture, though we
hardly know what his responsibilities should be.

(H.Lefebvre, from Marxism and the Interpretation of
Culture 1988:81)

An obvious tension in a definition of culture lies between
'culture' as arts, and 'culture' as referring to a more
general sense of forms of social life. While 'culture' as
arts is argued to be seriously restrictive, ‘'culture' as
everything is said to lose critical impact. Lefebrve
suggests that the word ‘culture' is sliding toward
designating cultural production. Raymond Williamé
suggests that the most common general meaning of ‘'culture’
now 1is "as the arts" and "humane intellectual works"
(Williams,1981:11) Although these two definitions of the
general usage of the term culture are slightly different

they point towards a sense of 'culture' as a highly

10



‘'specific kind of activity. This understanding of 'culture'
has implications for the way public subsidy and cultural
policy is generally received.

The attempt to assert a cultural policy was necessarily,
as a public policy, the re-inforcement of a culture
associated with constructing at least part of a national
identity. Howéver, this did not simply emerge in terms of
a 'national culture' or a 'state culture', but as high
culture linked to an upper-class heritage, a pre-selected
tradition. On the one hand, the link between public
culture and high culture was made in terms of public
buildings and monuments and thus linked to a stately sense
of culture and a Royal heritage. . This is clearly
demonstrated in displays such as the opening of
Parliament. On the other hand, culture as the subject of
policy was also based on a particular artistic tradition -
the idealist individualism of the creative artist. (3) A
national culture (at one remove - arms length) was forged
by the association between &he these two cultural
traditions. Public cultural policy therefore worked to
reinforce tradition, the sense of permanence and heritage,
and a particular construction of aesthetics, sensibility
and creative genius. The elevated frame of public policy
served to stake out definitions, objectives and standards,
over ‘and above social and economic determinations. To
take any form of cultural production out of the market by

public funding is a deliberate decision. In the immediate

11
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traditional high arts.

The post—war history of cultural policy demonstrates the
historically specific shifts and changes in the usage and
definition of culture, especially within the public
domain. These shifts may not be a direct reflection of
political, social and economic change, but they are

integrally associated with them.

The Historical Development of Cultural Policy

The first two chapters set out the development of cultural
policies as part of the broader political, economic and
social processes. The social, economic and political
change has, in turn,modified the aims and objectives of
national cultural policy. To discuss the changes in
cultural leicy, I have based the framework of post-war
policy and provision on a model by Michael Green in his

paper Issues and Problems in the Decentralizing of

Cultural Planning, (1977), which sets out post-war

cultural policy as developing in three main historical
phases.

The first phase of Green's account of the development of
public cultural policy, as has been suggested, was
dominated by the concern to preserve traditional high art
forms under a system of state patronage, and to preserve
the gonditions under which it was possible for such a
tradition to be continued. The second bhase emerging in

the 1960s was signalled by an emphasis on the belief that

12



wider public. Access referred both to physical access,
with the constructions of new buildings and art centres,
and to the individual's capacity to understand these art
forms, therefore the importance of education was stressed.
The third phase became apparent in the mid-1970s and,
Green argues, was dominated by the idea of ‘'cultural
democracy'. Here the‘emphasis was not only on access to
the arts but also on participation in cultural activity.
These aims can be clearly.seen in the community arts
movement which emerged in this period, the attempt was to
democratise the notion of artistic creativity itself; an
ideal based on a sense that people had been alienated from
their own capacity for creativity. 1In these terms the
community arts movement can be seen as attempting to
democratise the central core of Arts Council philosophy -
the emphasis on artistic genius - without challenging the
construct itself. The influence of the community arts
movement signalled an important change in the
understanding of state institutions of the uses cultural
policy could be put to, and therefore community arts has
to be assessed, 1in part at least, for the way it was
partially incorporated into aspects of government social
policies. This third phase signals the way cultural
policy began to represent broader social aims. Aspects of
cultural policy became detached from narrow cultural
criteria and became linked to social policies often

designed as a form of compensation for failures of other

13




‘areas of state policy. The notion of compensation and the
substitution of cultural activity for more political
demands brought with it the themes of social containment
and control.

Green's paper was published in 1977 and since then a
further phase in the development of cultural policy can be
detected. It covers the years under three terms of a
Thatcher government and the emergence of a new emphasis on
local state politics. Both the conéolidation' of
Thatcherism and the new focus on the local state in the
mid 1980s can be seen as responses to the breakdown of
post-war consensus and Keynesian economics. (In the course
of the thesis more consideration has been given to the
developments of\ the 1left local state in relation to
Thatcherism, than to direct considerations of Thatcherite
policies themselves.) This provides the context for this
last phase which sees a further shift in the negotiation
of the state/market asymmetry by both the political 1left
and right. Initially as the right wing policies of the
central state were developed and implemented, the 1left
local state attempted to respond to the social conditions
of unemployment and to defend and extend a notion of
cultural democracy in the face of the implications of a
Thatcherite cultural policy. More recently, market-led
tourism policies are seen by city councils as the key to
city regeneration. The central emphasis placed on market-

led cultural growth can be seen in any British or European

14



This fourth phase has two overlapping aspects. Put
baldly, - sections of the left attempted to change the
terms of the "culture" of cultural policy so that it could
include popular culture produced and distributed in the
commercial market, and therefore extend the cultural field
of cultural policy; while the political right increased
the emphasis on the desirability of private, commercial or
corporate patronage. On the one hand the left
administration of the GLC (1981-86) began to argue that
cultural policies should recognise and operate in relation
to the developments of contemporary market culture and not
simply restrict policy to the earlier 'artisanal' forms
characteristic of traditional Arts Council policy.
(Whether or not the model developed was basically an
'artisanal' one adapted to comtemporary capitalist economy
will be discussed in Chapter 2). The $£he GLC argued that
public cultural policy should begin to address the fact
that most people attempted to satisfy their cultural needs
through contemporary market culture, and wused this
perspective to propose a much more pro-active and vital
public role for cultural policy than had previously
existed. On the other hand, the implication of the
political right's logic is for the expansion of the market
into areas of public cultural provision.

At thé level of the local state, the severe pressure from
centfal government and the scramble for tourism/market-

culture-led city centre development has in any case meant

15



‘that the distinction between left and right over the
development of culture in relation to the market has

become more submerged.

The Local State.

The term the 'local state' is used in this study to
develop a conceptual framework in which the role of local
government institutions are related to a broader socio-
economic context. The concept of the local state provides
a perspective from which to investigate central-local
relations. Although the historical development of the
local state has followed a different trajectorary £from
that of Parliamentary democracy, its development has
occurred within a framework set by central government and
therefore served a purpose for the central state. However,
that the 1local state operates within the 1limits or
framework set by central state does not mean that its
operations are completely determined by the central state.
This definition of the local state is drawn from Cynthia

Cockburn's The Local State (1977). Although it 1is a

definition that is both pre-Thatcher and pre-—-abolition of
the GLC and the Metropolitan Authorities, it is useful for
the way it highlights the contradictory relationship
between central and local. Her analysis of the position of
the 1local state is developed from an assessment of the
local” state as the site of collective welfare provision.
This allows her to identify a central contradiction

stemming from its position of relative autonomy. On the

16
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‘one hand, local state service provision can be seen as
part of the broader context of reproduction of the
relations necessary for capital's accumulation, while on
the other hand, services can be seen as concessions won by
collective class struggle.
The play within the structure of the state, needed to
enable the co-ordination of interests of a divided
dominant class, also affords opportunities for working
class militancy to win concessions. The stance of the
state at any one time will depend in part on the
pressures brought to bear by the working-class. The
situation is dynamic: the state is not tightly in
control of circumstances but is continually coping with
the changing balance of power. Though capital and the
state structure the situation of struggle they by no
means always have the initiative. (Cockburn, 1977:50,)
The position advanced by Cockburn was developed as part of
a wider debate about the role of the state and the
question of whether the state should be seen as
functioning purely to meet the requirements of capital
accumulation or whether it was better conceived of as an
arena of «class struggle (4). The recognition of the
contradictions within and between different levels of the
state appeared to offer a new site of struggle which was
taken up by the left in the late 1970s as the position of
operating both ~in and against the state', and asserting
the potential derived from the relative autonomy of the
local state.
However, the position of the local state has been
radic§lly changed since the 1960s and '70s when the

Redcliffe-Maud reports on local government recommended

setting up larger regional and local tiers of government

17




abolition of the Metropolitan Councils and the severe
restrictions placed on local government spending and on
the determination of local rates signalled the first phase
of central government plans to reduce the role and power
of the local state. The plans for a poll tax, and for
undermining the role of local education authorities, the
imposition of Urban Development Corporations, the plans to
bypass the local authority in housing development, the
increasing influence of the Training Agency, the
legislation to outlaw contract compliance practices, the
recent increases in the budget for the Arts Council which
hide an attack on 1local authority spending, (6) all
indicate the way that almost every aspect of local state
activity has been challenged from the centre.

Cockburn's analysis of the local state during the 1960s
and 1970s, argqued that a perceived level of autonomy of
the local state was necessary for hegemonic class
domination. (7) In the early 1980s 1left «city councils
attempted to make use of this sense of relative autonomy
both to suggest, by way of demonstration, an alternative
to Thatcherism and to relieve 1its worst social and
economic effects. However, by the late 1980s the relative
Aautonomy of the local state is no longer constructed as
part of a political consensus and therefore noﬁ seen as
necessary for hegemonic class relations. Practices within
the 1local state have thus been placed under severe

pressure by the process of the centralisation of power.

18
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It is a significant mark of the difference between the 70s
and late 80s that the terms of debate about democracy have
been altered to such a degree that its existence at a
local 1level, even only symbolically, is no 1longer
necessary to contemporary right wing understandings. (8)
Cockburn identifies the primary role of the local state as
one of providing services that ensure the reproduction of
the social relations necessary for production. If is
therefore possible to locate local state cultural policy
within a broad context of reproductive services. For
example, early parks and baths provision was central to
the notion of recreation after, and in preparation for,
work. Similarly some of the early approaches to Gallery
and Library provision can be seen in terms of spiritual or
moral improvement. However, Cockburn argues that such
provision cannot simply be reduced to a stage in the
relations of production but can also represent a site of
struggle. Local services can be seen as hard-won
concessions as well as necessary for the reproduction of
the workforce.

Cultural provision is also framed by the social processes

institutionalised in the governmental form of the local

state. ' The social categories of culture as ‘high',
'popular’', 'dominant', ‘'subordinate', as ‘'arts' or a
'whole way of life', and as ‘recreation', have been

negotiated through a highly complex series of social

relations bound by the context of the 1local state's

19



contradictorary nature of the local state itself.

In the development of post-war cultural policy local
authorities increasingly contested the terms set by the
Arts Council and central government. Although in the
immediate post-war period, high arts were represented in
local provision with the legacy of galleries wusually
provided by a local public benefactor; in the terms of
national understandings of public cultural provision local
authority provision was generally understood as
predominantly recreational or as entertainment and
therefore not fully part of the national project of
conserving a national cultural heritage.

Chapter 3 discusses the history of the organisation of
cultural provision within the local state, taking the
example of Sheffield City Council and its particular and
specific history as a left wing or 'socialist'
administration in power almost continiously since the
1920s. It is part of the nature of local state council
policy that what can be termed the cultural nature of the
provision (in the course of institutional development) has
not been made explicit except in a small part of the
organisational structure. For a number of reasons the
notion of culture, or an explicit policy for it, was not
foregrounded. Therefore a more implicit level of policy
has td read off from praétice. Cultural policy itself 1is
buried in a series of cumulative and reactive practices.

The key problem the project addresses is how to unearth

20



the complex mesh of tendencies and influences guiding and
infofming the practice of local state cultural provision.
The case studies were selected to show a range of
Sheffield City Council's policies, with reference to
perceptions of who it is serving and why, and how it
negotiates the complex issues of culture and cultural
policy across the high art, popular culture, municipal
entertainment and cultural industry categories. Each case-
" study also represents a broad set of debates influential
in the developmeﬁt of cultural policy at a more general
level. |
The first case-study discusses the way the local state has
negotiated and provided what were perceived as high
cultural forms - the questions of values, standards, and
quality - with the development of the Galleries and the
Crucible Theatre. The second case-study considers the
trajectory of local state recreation policy. This suggests
a different tradition from that of national cultural
policy, but has nevertheless been developed in relation to
national policy especially in terms of policies for youth
and community development. In the late 1980s recreation
policy has become double pronged, with one set of policies
for community development and another geared towards
industrial regeneration and the development of leisure
indusgries. The third caée-study considers the more recent
initiatives of the local state in what is broadly termed

the cultural industries, taking three examples of projects
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éolicy discussions on cable television and the setting up
of a Communications Unit; the establishment by the
Department of Employment and Economic Development (DEED)
of a municipal recording studio and rehearsal space as
part of municipal enterprise; and thirdly DEED's support
for Sheffield Independent Film. These developments,
however, have not been recognised as a distinct sector for
policy-making in terms of council organisation. This study
indicates the developing frame of reference for
intervention into this area of cultural provision. It 1is
important to note that these case-studies do not represent
all of the local state's cultural provision. There are
broad areas which are not fully covered such as 1library
provision, the museums service, aspects of youth service
and adult education.
The general approach adopted in the case studies is that,
as Williams argues,
the social organisation of culture as a realised
signifying system 1is embedded in a whole range of
activities, relations and institutions, of which only
some are manifestly “cultural'. (R.Williams, 1981:209)
For this reason, cultural policy will be located in
relation to social and political institutions, in the

broad context of state and market interaction. Firstly,

there is the explicit national cultural policy centred on

the Arts Council and its particular practices and
influences. Secondly, there are the massive social policy
spheres such as education, broadcasting or library
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cultural policy but which are «crucially important in
cultural terms since policies made for them determine much
cultural production, distribution and reception. Thirdly,
there is the dimension of state/market policies which are
not primarily designed for cultural intervention, but
which impact upon cultural processes and practices. These
surrounding policy areas form the'context for a definition
of culture as 'embedded in a whole range of activities'.
The different levels are in some ways interdependent, but
tﬁey also represent the ways different aspects of culture
have been separated out and have determined the general
political conceptions of culture and the aims of cultural
policies. Local state cultural policies intersect with all
these levels. What follows is an analysis of cultural
policy in relation to the state and local state. My
general argument is that the way definitions of culture
are bound within the different 1levels of the state
indicate the way that cultural policy is formed. within a

framework of broader political relations.
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Cultural Policy and Post-War Reconstruction
Policies for socially identifying 'culture' and 'cultural
production' are developed both by specific bodies such as
the Arts Council and by the general reproductive work of,
for example, educational institutions. However, at all
levels at which cultural policies are produced, there has
been a very marked reluctance to acknowledge a specific
process of cultural policy-making, as Green has observed:
Cultural policies and planning in Britain can most
easily be invoked in negatives; what they have tried
not to be. They have rarely, for instance, been
explicitly stated. ... All concepts and terms in the
field have usually been treated with mild distaste, as
though embarrassing... (M.Green,1977:9)
Even in the explicit policy institution of the Arts
Council the prevailing philosophy in the post-war period
has been one of responding to initiatives presented,
rather than planned intervention.
Cultural policies whether explicit or implicit, specific
or non-specific, do not simply determine cultural
production or the ways in which cultural meanings
circulate. They negotiate and are in fact part of a
series of complex aysmmetries between the state and the
market. The terms of cultural policy and cultural
production are deeply linked to the general productive
order. However, as Williams has pointed out,
.o the general productive order, throughout the
centuries of the development of capitalism, has been
predominantly defined by the market, and ‘'cultural
production' has been increasingly assimilated to its

terms, yet any full identity between cultural
production and general production has been to an
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important extent resisted... (R.Williams,1981:50)

Cultural policy 1is formed within and negotiates this
disjuncture between the state and the market. The
asymmetries result in points of conflict and contradiction
between, for instance, cultural meanings, formed,
distributed and consumed through the structuring system of
the market and the dominant institutions of cultural
authority supported by the state. Similarly legislation
and other controls work to limit the operations of the
capitalist’ market which the state otherwise exists to
protect.

The asymmetries are complex and relate to the interaction
of cultural, political and economic spheres. Public
funding and the consequent need to distinguish, select and
define cultural principles have been influenced by various
kinds of cultural formations and movements. These
culturally based movements, whether defined as
oppositional or alternative to the dominant order, often
indicate changes in class structure, or the development of
class fractions, although as Williams has said social
ciéss is by no means culturally monolithic. (R,Williams,
1981:74) Although extremely complicated, the struggle and
negotiation between various asymmetries has broadly
resulted, in the terms of public subsidy, in a division
betweeﬁ the older forms of cultural production and the
more recent market dominated forms.

These issues can be considered in more concrete terms in

the following outline of the development of post-war
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‘cultural policy within the framework of British social
democracy and the relation between central and local
state. Chapter 1 traces the development of cultural
policy as a component in tﬁe construction of post-war
social dehocracy, and chapter 2 outlines the more explicit
breakdown of the notion of consensus in terms of the
failure of corporatism and the position of cultural pqlicy

within this process.

Preservation.

Before the second world war central state involvement in
public cultural.provision was limited and indirect. It was
confined mainly to Acts of Parliament which allowed for
municipal support of local museums and libraries. The
idea of the state encouraging certain kinds of cultural
activities, actively formulating cultural criteria as a
basis for public funding, was developed during the second
world war and emerged in 1946 with the foundation of the
Arts Council as a small part of social welfare
legislation. The conception of a public institution to
broaden the social influence of the arts can be traced to

the philosophy of the Bloomsbury group, particularly in
the figure of Maynard Keynes. Keynes' general aim was,
through public Dbodies, to professionalise artistic
prgct%ce, improve standards and to extend the distribution
of the audience for the arts. The Bloomsbury group has

been discussed by Williams as a specific kind of cultural
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development or ‘civilisation', based on the notion of the
progressive potential in the development of individual
subjectivities.

In the 1940s and 50s the first phase of post-war cultural
policy, evident in the work of the Arts Council, was
dominated by policies designed to preserve traditional
forms of high art and to protect and prolong that
seiective tradition by commissioning'new works that might
sustain it. The Keynesian ideal of ‘'raise and spread' was
taken up and adapted to support policies designed to
preserve cultural forms. As economic and social change
levered traditional cultural forms (opera, certain forms
of theatre, ballet) from their traditional forms of
support, preservation became an important cultural policy
motivation. |

As Green has commented, the practice of the Arts Council
rarely went further than the distribution of relatively
small amounts of money to the 'strongest' claimants on
speéialist advice. (M,Green, 1977:16) This advice was
provided by unpaid ‘'specialists' appointed to serve on the
Arts Councils panels and committees. The Arts Council can
be defined, as Williams (1981) does, as a 'post-market
institution', since it serves to support cultural forms
that are not viable in market terms. A key feature of the
way the Arts Council developed this role is indicated by
the phrase 'arm's length'. As noted earlier, the phrase

reflects the preference of a disassociation of cultural
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‘policy not only from the government of the day but from
politics altogether. However, the phrase 'arms length' was
used at the time to refer to .the distance maintained
between the Arts Council and the artistic practice it
supported.

Despite the 'arm's length' principle the selection process
for panel and committee members revealed the 1links and
indirect associations between the Government, the Arts
Council, and cultural institutions such as the Royal Opera
House. In 1946, despite the Arts Council doctrine that
"Members should be truly impartial in their decision
making", there was apparently no contradiction in Keynes'
role as chair of both the Arts Council and the Royal Opera
House, always the most heavily subsidised of the Arts
Council's clients. (R.Hutchison,1982:27)

Early Arts Council policy helped to create the Royal
Shakespeare Company and encouraged the idea of theatres
and fesidént artists in newly planned universities. The
aim. was to set standards of excellence, the strategy was
to support the few commanding heights that represented the
pinnacle of artistic achievement. Such policies can be
clearly linked to a version of nationalism, and national
heritage ('National', ‘'Royal', 'Shakespeare'), and were in
part designed to create and strengthen a sense of British
cu}tu{e, as indicated by a comment made by Richard Wolheim

in a 1960s edition of The Spectator.

Since the war the Arts Council and the British Council
have conducted a campaign under the heading, wanted - a
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.The development of this first phase of cultural policy can
be seen as deeply linked to two emerging post-war
realisations. The first was centred on the British
political role both domestic and on the world scene. The
second was concerned with the beginnings of what was
generally described as the importation of American mass
culture. These two concerns correspond with two important
areas of contradiction. The first area of contradictory
tension was between the political tendencies of social
democracy and the more elitist and hierarchical cultural
values of an older class formation. The second area of
contradiction lay between the educative role of the state
and the cultural values arising from the developing post-

war market in the terms of mass culture.

The rebuilding of the post-war world economy around the
United States formed the framework in which Britain's
experiment in social democracy went forward. Andrew
Gamble argues that although the war marked sudden
altgrations in Britain's world status and the balance of
internal politics, this did not lead to changes in the
formal organisation of the state itself, and therefore the
general character of British institutions remained
substantially unchanged. (A.Gamble,1985) What emérges
here ~is the felt sense of a split between economic and

political power on the one hand and cultural and social

power on the other. Hewison argues that the political
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temporarily suspended during the Labour government of
1945-51, while the social power of that class was almost
untouched. (R.Hewison,1981) This split between political
and social power had important consequences in the sphere
of cultural policy. The immediate post-war policies can
be seen in terms of compromises between fractions of the
dominant class. While the Bloomsbury ideal of extending
the influence of the arts can be linked to a kind of
political meritocracy, the policy principle of arms length
- at one remove from direct political control - could, at
the same time, be used to ensure that cultural policy
reflected the values that were being undermined in the
political sphere.

The changes introduced by the Labour government of 1945
which became the basis for the policy consensus of the
post-war years, were to a large extent based on the ideas
of Keynes and Beveridge. Their acceptance was clearly
signalled during the war by the publication of the White
Papér on Full Employment (1944) and by the Beveridge
report (1942). (A.Gamble,1985:102) To these were added
Labour's plans for a national health service and the
nationalisation of  major public utilities. The
implementation of these plans meant a substantial
enlargement of the public sector, more detailed regulation
of  thie economy, and a higher level of public spending.
However, what is significant as Gamble points out, is that

although there were measures for nationalisation these
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‘were mostly confined to loss-making industries and public
utilities. In some ways, therefore, the status and
organisation of private business were not questioned by
these measures but confirmed. This kind of relation
between public policy and the market can also be
identified in cultural policy.

The separation between state 'public' organisations as
necessary but loss-making and 'private' as successful in
the market, served to confirm and sustain various
contemporary themes. As I have already suggested, the
cultural policy of preservation worked to reinforce
cultural values threatened in the political sphere; but it
also had complex and contradictory implications for the
economic sphere. These contradictory tensions can be
shown, for example, in the state's approach to the film
industry. Debates about state intervention in the British
film industry have been going on since the 1900s when the
main issues were censorship and public safety in cinemas.
In the 1920s concern began to be expressed about American
domination of cinema screens, and the debate from the
19265 to the 50s was centred on the idea of a quota system
to protect the British film industry. The film industry
Has always been conceived of as an industry, for this
reason the relevant Government department for dealing with
it( hqs been the Board of Trade and consequently the
consideration of the film industry within the emerging

framework of post-war cultural policy presented a number

32




- - P b b S 4 - A - A S - ASAs s as —aaAdNA W e de Ve Ve bkt Bod i 4 i

suggestion that cinema might be included within the
definition of cultural activity that could warrant state
direction and support, was met with considerable
resistance. (M.Dickinson, §S.Street, 1985:160) Firstly,
the financial interests of the film industry were far
greater than those involved in theatre, opera or most
visual arts, and therefore the film industry threatened to
entirely overwhelm the existing cultural policy structures
based as they were on models of arts patronage. Secondly,
the film industry was considered dubious on cultural
grounds. The inclusion of cinema in the terms of art
would have seriously disrupted the defining terms of arts
subsidy.
Public subsidy implies, in theory at least, a structure of
accountability - that a democratic state should be able to
justify public expenditure on democratic grounds. There
is therefore an egalitarian potential contained within
the notion of public subsidy. However, this was relatively
easily avoided by the setting of specific selective
cultural criteria.
The subsidising of art forms most valued by the
intellectual elite might render that elite rather less
exclusive, but seemed unlikely to undermine the
traditions which confirmed its superiority and enabled
it to set standards of 'quality' and ‘'taste' which
would guide policy (M.Dickinson, S.Street, 1985:160)
To include film as art in the late 1940s and early 50s

would have seriously disrupted the parameters of public

subsidy: not only did film exist as an 'industry' rather
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but it also challenged the only available terms of
cultural policy - that of preservation. And yet
ironically when the Eady Levy was finally made statutory
in 1957 to provide financial aid for British film
production the industry was in decline. Thus the notion
of preservation could then be invoked in the widely made
argument that the cinema industry needed protection
against American cultural domination.

In a sense both subsidy and nationalisation as they were
constituted in the immediate post-war period were not
adequate for dealing with the market. As Gamble has
argued nationalisation of major industries also worked to
confirmed the position of the non nationalised industrial
sector, and therefore the role of the market. Similarly
public subsidy excluded from the definition of culture all
those forms circulating in the market. Public subsidy
brought into sharp focus both the ideal of social
ownership and the capitalist market. However, the
conéeptual separation of these two models, state subsidy
and the free market, was partially challenged in debates
over the film industry and again in the development of
broadcasting.

A political split emerged in debates over the question of
whether the second television channel should be structured
as a éhblic service or as a commercial channel financed by
advertising. Stuart Hall discusses the split within the

Conservative party over this issue between the wish to
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‘maintain paternalistic controls and the desire to
implement free-market economics. The fact that it was
decided to finance the second channel through the sale of
advertising time and not via a public licence meant that
it had to adhere to a market catering explicitly for a
mass—-popular audience.

...for the first time in Britain since the birth of the

radio and television era, two kinds of cultural

institutions founded on two competing cultural models,
orchestrating the relations between classes and

cultures in two contrasting ways -~ the ‘'paternalist'
BBC and the 'populist' ITV - vied with each other for
cultural leadership in a period of intense

competition. (S.Hall,1986:45)

However, it is important to note that ITV does not operate
in a completely free-market context, but works under the
public service guidelines and regulation of the
Independent Broadcasting Authority.

The debate about the inclusion/exclusion of cinema from
cultural policy and the constitution of the second
television channel indicates the organising framework of
the definition of culture as either mass culture or
minority culture. The divisions between those who wished
to exclude mass cultural forms from cultural policy and
those that thought mass forms could be made use of as
part of the state's project of providing cultural
leadership, were set against the background of a
developing cultural market, and correspond to particular
residual and emergent social formations. The aspirations

of a newer social democracy were entangled with the values
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On the surface at least the pervasiveness of the notion of
the 'end of ideology', suggests that the 19505 was a
period of relative prosperity, a period characterised by
the sense that the ruling class had been replaced by an
intermediary management group who were essential for
managing more efficient industrial production and the
welfare state. The education system was believed to have
irreversibly minimised class differences and opened the
way for opportunity for all. The most important
characteristic of the period was the belief that a
consensus politics of the centre existed.

However, according to Gamble's account of post-war
history, perceptions of decline quickly began to pre-
occupy British social and political policy makers.
Countries >such as Germany and Japan were able to grow at
faster rates than Britain, and were able to adjust more
rapidly to new indqstries and industrial techniques.
(A.Gamble,1985:109-120) The failure of indirect Keynesian
manipulation of the economy to produce rates of growth
that matched Germany and Japan created pressure in favour
of more active government involvement in the economy, more
spending on infrastructure and research. The sense of
decline was matched by the growing realisation of the
underlying inequalities in British society, and a surge of
self-criticism and the denigration of the British
establishment began to be articulated. There was a

growing sense that meritocratic government was being
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"hampered by the tenacious grip of the older order.

After the war and the relaxation of state controls such as
rationing, the possibilities for market based consumption
became more open. By the 1950s the spread of material
goods, especially amongst the working class, and the rise
of mass cultural forms were being interpreted by strands
of both the political lefﬁ and right as signs of a more
general moral and cultural degradation. For example,
'youth' became a contested éite as an indicator of the
moral values of society. On the one hand, youth and the
visibility of sub-cultures was taken as an indication that
a shift from work to leisure had arrived, that under the
conditions of advanced capitalism the relations of
consumption had replaced the relations of production. The
rising generation were seen to be in the process of
transcending class while preserving capitalism.
(G.Murdock,R.McCron, 1976:197) On the other hand, as part
of ﬁass—culture, youth cultures could also be seen as
representing its worst effects, as in Hoggart's
description of 'juke box boys' for example. His concern
was that the imitation, as he saw it, of American culture
would result in the destruction of British working class

culture. As Hill argques this feeling that Britain was

being debased by materialism and ‘'spiritual dry rot'"

informed the angry young man phenomenon. (J.Hill,1986:7-
25) In Hoggart's response to youth culture and mass

culture more generally, and the evocations of community
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Morris and Blake, the sense of the need for preservation
of threatened forms of culture is brought to the defence
of older forms of working class culture.
...the older, more narrow but also more genuine class
culture is being eroded in favour of the mass opinion,
the mass recreational product and the generalised
emotional response. (R.Hoggart,1959:285)
The identification of culture as a social barometer,
especially against the background of the post-war thesis
of 'the end of ideology' and the 'affluent society', led
to public criticism of the policies of the Arts Council
and the class basis of cultural provision. What began to
be recognised was the relational character of social
classes, something that is obviously apparent in class
cultural differences.
Increases in income, shifts in occupational structure
or changes in values only located movements within
classes while the overall contours of class relations,
constitutive of the capitalist mode of production
remained intact. (J.Hill,1986:9)
The ‘argument about the inequality of cultural provision
was- important for a series of counter-statements and the
emergence of the new left which sought to challenge
aspects of the 'end of ideology' philosophy of the 1950s.
Green has grouped these statements into four main themes.
Firstly, there was the demonstration of strong, persistent
and complex class differences. Secondly, there was an
emerg%ng academic definition of culture as more inclusive

of more ordinary cultural activity rather than restricted

to the post-war emphasis on high art heritage, tradition
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partial failure of the new forms of education and means of
communication in their claims to be more democratic. And
fourthly, a 1line on the condition of England debate
emerged which refused both the version of imperial
Englishness and of following the course of American
domination. (M.Green 1982:79-80)
However, the power of fhe cultural institutions was never
really challenged. According to Williams, traditional high
culture remained an upper middle class province even after
there had been a significant intake of "new recruits'
(R.Williams,1983) Instead of bridging the chasm, the
middle-class itself, divided between the terms of minority
and mass culture. Williams suggests that the contrast
between minority culture and mass communications
constitutes a formula which was maintained and elaborated
at every stage of the development of new cultural
technologies.
The perception of minority and mass as opposing principles
was‘crucial for the structuring of cultural policy in that
it helped to construct the distinction between state
subsidised and market culture. However, Williams argues
that there were and still are very few absolute contrasts
left between a minority culture and mass communications.
The original innovations of modernism were themselves a
response to the complex consequences of a dominant
"social order in which forms of imperial-politicaland
corporate—-economic power were simultaneously destrd?ihg
traditional communities and creating real and symbolic

power and capital in a few metropolitan centres.
(R.Williams 1983:142)
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‘'Williams goes on to argue that the conditions which
produced a modernist art became the conditions which
homogenised 1it, and diluted its deep forms until they
could be made available as a wuniversally distributed
popular culture.
The two faces of modernism could 1literally not
recognise each other until a very late stage ... on the
one hand what was seen was the energetic minority art
at a time of reduction and dislocation; on the other
hand the routine of a technological mass culture. It
was then believed that the technological mass culture
was the enemy of the minority modernist art, when in
fact each was the outcome of much deeper transforming

forces 1in the social order as a whole. (R.Williams,
1983:142/3)

Thus it is clear that it is not possible to sustain the
paradigm of minority/mass culture, the importance of this
division lies in the way it formed a social and political,
ideological framework for making sense of cultural change.
There 1is therefore a disjuncture between the ideological
terms of. cultural policy and the actual tendencies
apparent in cultural change.

What beganvto emerge in the formation of the New Left was
the attempt to create a broadly based politics of the left
which involved new or changing definitions of culture,
which in some ways presented a challenge to the
minority/mass split, and in other ways reinforced it. The
New Left saw cultural intervention as an area of possible
contestation. Williams suggests that the basis of this
assumption stemmed from a consciousness of changing
patterns in Britain with;

qualitatively new kinds of magazines, ads, TV
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1979:362)

The general relation to existing cultural policy was one
that was supportive of the principle but impatient with
the result. Although the general principle of public
subsidy and public service in the sphere of cultural
provision was widely accepted, the actual practice of the
Arts Council was seen as socially restrictive.

By the end of the 1950s, moral, political and cultural
issues had been meshed togethefz;ew kinds of political
campaigns such as the Black American civil rights movement
in the United States and Campaign for Nuclear Disarmament
in Britain. Two particular features were crucial for the
development of new left politics. Firstly, there was a
recognition of forms of political action organised outside
the main political parties; and secondly, there was a
recognition that politics and furthermore, ideology were
personally 1lived. The late 1950s has been described as a
period of the declaration of a politics of the
subject/individual. This is illustrated by the importance
placed on personal commitment. However, these ideas were
not widely taken up until the counter-cultural movement of
the 1960s and the community arts movement of the 1970s.
Nevertheless the emphasis on commitment in the 1950s was
set against the ‘'establishment', a notion that indicated
the ~irremovable object of wupper-class institutional

domination combined with a muzzled meritocracy. As Hewison

arqgues the 'establishment' was a sinister characterisation

41




Ashiftéd from politicians to faceless bureaucrats and
administrators:
new men who administer rather than lead and whose power
extends from the civil service into universities and
the increasingly bureaucratised institutions of the
arts. (R.Hewison,1981:168) :
The popular currency of the idea of the hidden power of
the establishment can be seen in the way it was later
turned around and used against the left when Labour won
the election in 1964. The Sunday Times published an
article entitled "The new establishment" with a row of
photographs including ones of Hoggart and Williams. The
implication was that these were the people giving the
intellectual orders to Labour Ministers. (R.Williams,
1979:371)
In brief, this period reveals a complicated set of
responses to the social, political, economic and cultural
repercussions of Britain's post-war role, which can be
summarised as the consolidation of welfarism and
consumerism to create a consensus. A series of
contradictory pressures co-existed: expansion and decline,
affluence and the re-discovery of poverty; social
democracy and 1liberal economics; new moves, towards
political democracy together with state sponsored re-
assertion of traditional culture and associated social
valueg. A number of themes emerge from this specific
constellation of social democracy. The very idea of a

national cultural policy 1is clearly related to the
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-concepts of public service and the potential of state
intervention in the economy. However, in retrospect it is
clear that Keynesian economic intervention is in fact
compatible with the liberal tradition of economic policy.
State intervention, even nationalisation, could work to
reinforce rather than undermine free market capitalism.
Cultural policy also played out these tensions. Indeed,
the ideas of the Bloomsbury group which were influential
in the setting up of the Arts Council have been described
by Williams as expressing at once the highest values of
the bourgeois tradition and the necessary next phase of a
bourgeois social and cultural order. (R.Williams,1981:81)

This first period of cultural policy, concentrating as it
did on the preservation of cultural forms, reveals
contradictory tensions in the use of public policy. Public
policy was needed to support opera, ballet, and the visual
arts as the pinnacles of artistic expression. However,
although the high art tradition depended on public
subsidy, the abstract principle of public cultural policy
serving a general interest did threaten, as in the case of
whether to include the film industry within the terms of
cultural policy, to expand the definition of culture and
effectively undermine the cultural power of the existing
tradition. The alignment of the principle of public
intervention with the existing cultural formation was
achieved in the social democratic compromise of the Arts

Council. With cultural policy organised within the broad
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- framework of patronage, the potential of public
~intervention was held in check. As a result, ‘'arts' in
this first period of cultural policy referred to a
specific sense of minority arts and not to culture in a

broad sense.

Access

The second broad phase in Green's scheme of post-war
cultural policy emerged in the mid-1960s. He describes it
as the 'democratisation of culture'. This second phase is
typified by a more determined attempt to achieve the aim
of extending the audiences for traditional -art forms. The
major emphasis is thus on improving access to the arts and
particularly the way they are presented. For example, the
way the arts were to be located within the contemporary
social context became ap important policy pre-occupation,
and attention was given to the way the arts were “housed',
with an emphasis on building design that reflected the aim
of accessibility. The Arts Council report "Housing the
Arté in Great Britain" (ACGB 1960) paved the way for a
spate of theatre building lasting ten years and leaving a
legacy of thirty new theatres each requiring a life—time
of subsidy. In this way theatre was drawn from the market
into the sphere of state subsidy.

A second strategy in the policy of increased access was to
promote and make important the role of professional
educators. Teachers and directors of cultural institutions

were to have more responsibility for attracting and
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‘stimulating audiences, especially young audiences. These
two strategies - housing the arts and increased
educational encouragement - did not question the nature of
the art on offer; instead they attempted to make physical
access easier and to educate people so that they became
more receptive to it. Both these strategies attempted to
bridge the divide between art and the "people" but neither
considered ways of explaining and presenting "art"' in
terms of its social construction.

In terms of the concern that began to be expressed in the
previous phase over how to deal with minority culture -
whether to isolate it and preserve it from the market
purely for its own sake, or whether in the name of public
subsidy an attempt should be made to widen the audience -
 this second phase represents the more explicit adoption of
the second position. A motivating argument within this
position was that a more accessible high culture would
provide an alternative to the pervasiveness of mass
culture. In addition, the attempt to open up traditional
high culture to a wider audience went hand in hand with
the social democratic expansion of the education system
and the 'provision of opportunity'. In 1964 the Labour
government appointed a joint parliamentary secretary -
Jennie Lee - with special responsibility for the arts. The
faqt that this post was based in the Ministry of Public
Buildings and Works reflects a bureaucratic and conceptual

equation between the idea of state responsibilty for the
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and monuments. The subsequent transfer of Jennie Lee to
the Department of Education and Science in 1965 (where she
was made a Minister in 1967), indicates the shift in
emphasis in this period of cultural policy .development
from preservation to education. The 'spread' aspect of
Keynes' maxim 'raise and spread' had in ‘the previous
period been submerged and was now coming to the fore in
policy terms. |

In its 1964 election publication "Leisure for Living", the
Labour Party discussed the need for changes in government
attitude towards the arts. In office the party published

the White Paper A Policy for the Arts (1965). Although

compiled by Jennie Lee the paper was presented by the
Prime Minister for two significant reasons: firstly
because it gave the document greater standing; and
secondly because the policy plans went beyond Jennie Lee's
sphere of responsibility, cqvering areas other than
education such as film and broadcasting, which were the
resbonsibility of other Ministers and other government
departments - the Department of Trade and Industry and the
Home Office. Lee recognised that although the Arts Council
had the main formal responsibility for cultural support,
far greater resources were involved in the less explicit
but more important role of the education system and
broad¢tasting. (The BBC for example was a very significant
financial resource for cultural production.) The problem

for a comprehensive cultural policy was, that it touches
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‘on areas administered by different government departments.
Organisational change implies conceptual change, and both
were resisted. Hugh Jenkins, a succeeding Labour Arts

Minister (1974-76) suggests that the paper A Policy for

the Arts was significant in its recognition of the need
for a far-reaching and co-ordinated cultural policy. The
basic aims set out in the paper were to make ~“the best' in
the arts more widely available and at the same time to
sustain high standards. This is the basic Keynesian model,
a two pronged approach which was paralleled in the
structure of implementation. The role ascribed to the
local authorities was to work to extend local and regional
activity, while the responsiblity for the maintenance of
standards was seen as a national concern and therefore
came under the aegis of the Arts Council. 1In this way
local policy came to be associated with the implementation
of policies largely determined at national level.
The division between minority and mass culture, which
following Raymond William's analysis is an ideological
disjuncture rather than a reflection of the relation
between different cultural forms, 1is discussed in the
White Paper as a 'culture gap', a gap between high and
low. It was seen as a gap that should have been, and still
might be, eradicated by social democracy.
No democratic éovernment would seek to impose controls
"on’ all things that contribute to our environment and
affect our senses. But abuses can be spotted and
tackled, high standards encouraged, and opportunities

given for wider enjoyment. It is partly the question
of bridging the gap between what has come to be called
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sources - the brass band, the amatear concert parvuvy,
the entertainer, the music hall and the pop group - and
to challenge the fact that a gap exists. In the world
of jazz the process has already happened; high brow and
low brow have met. (Lee, A Policy for the Arts,
1965, paragraph 71)
Apart from the pop group, Lee concentrates here on
traditional forms of "low" culture, avoiding definitions
of popular culture as commercial mass culture. She
invokes a particular definition of popular culture which
is unmediated, it is of and for the people. In this way
the forms of working class culture which Hoggart saw as
under threat are linked to high culture to form a cohesive
cultural continuum, constructed under the overarching
framework of social democracy.
The White Paper typifies the optimism of the time for the
possibilities of policies that will effectively extend
access to the arts.
more and more people begin to appreciate that the
exclusion of so many for so long from the best of our
cultural heritage can become as damaging for the
privileged minority as to the under privileged
majority. (Lee,A Policy for the Arts,1965,para. 99)
This appeal to extend access to the older cultural
traditions in the name of national unity or for the
Conservatives, in the name of ‘'one nation conservatism'
invoked the interdependence in society and the need for a
consensual balance. It represented the desire on behalf of
the Labour Party to be seen to move significantly away
from ‘what Williams has described as little more than a

defensive holding operation in cultural policy. The

optimism was part of the Labour Government's public aim to
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‘"change the social furniture we have inherited from the
industrial revolution" and modernise. Thus for example,
the White paper showed concern for design and
presentation, pointing to the new Art Centres with their
characteristic design embodying the aim and intention of
openess.
The optimistic policies of access drew on particular wuses
of the notion of 'community'. Firstly, drawing on the
sense that culture should not be regarded as something
remote from everyday life, Lee called for an integration
of architecture, industrial design, town planning and the
preservation of the countryside as part of a comprehensive
cultural policy. 'Community' was used here to suggest a
sense of integrated wholeness; “the quality of
contemporary life'. Lee's use of the term community
altered the contemporary understanding of the term
culture, and invokes Williams' commonly quoted phrase "the
whole way of life". Secondly, ‘community' was suggested
to articulate a sense of shared values, a collectivity,
signalling the socialist nature of such aspirations.
Issues that had been seen as the private responsibility of
private individuals came to be constructed as social
issues. The state's responsibility in the field of
culture was to provide opportunity for all.
Th§re is a great 1longing for us to be more of a
"community. Before we arrogantly say that any group of
our citizens are not capable of appreciating the best
in the arts, 1let us make absolutely certain that we

have put the best within their reach. (Lee, A Policy for
the Arts, 1965)
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‘The 1immediate outcome of the White Paper was the increase
the Labour Government made to the Arts Council's grant. It
was doubled within the first two years of government.
Also 1in this period the Regional Arts Associations were
set wup, although at this stage they were seen as 1local
bodies £hrough which national Arts Council policies could
be implemented. A third development of the period was the
way discussion of culturai policy began to be re-oriented
within a framework of a more general social policy. The
visibility of youth instead of being a symbol of
affluence, as was possible in the '50s, was increasingly
being made a source of alarm, a sign of general cultural
deprivation. It was commonly suggested that the problems
of youth, as in part a (culturally defined problem of)
lack of values, could be alleviated by the arts.

once young people are captured for the Arts, they are

redeemed of many of the dangers which confront them.

(Arts Council Chairman, quoted in Green 1977:17)
As Green has argued, the discussion of culture began to be
connected with "problems": the problems of youth, the
problems of communities and the problems of leisure. This
particular conjuncture 1is <crucial for the developing
recognition of a social use for cultural policy and it is
this which underpinned the changing financial base and the
increasing importance of subsidy.
The éssociation between arts and education policy is
marked out in the White Paper and was encouraged by Jennie

Lee's role as a Minister in the DES. Responsibility for
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.to the DES and Lee took over the responsibility for
museums and public galleries from the Ministry of Public
Works. Given the resistance and unwillingness on the part
of British bureaucracy to formal, open and positive
discussidn of cultural policy, Lee's attempt at
institutional planning represents, as Green argues,

a policy move towards a degree of co-ordinationin

cultural planning which is quite new to great Britain.

(M.Green,1977:9)
The educational emphasis became an important focal point
for a co-ordinated policy. Cultural policy was designed to
proceed in conjunction with new policies for arts
education in schools and universities. Education was the
vital link between culture and social policy.
The centrality of education contributed another sphere of
responsibility to the cultural role of the local state.
Local education authorities were to be responsible for
childrens' cultural development so that, as a further DES
report on the arts arqued,

their interest in the arts can be kept alive and their

taste developed through the period when they become

more self-conscious and are exposed to the pressures of

undemanding entertainment. (DES Report on the Arts, May
1962:2) ——

(The failure to recognise the contradiction in the idea of
undemanding pressure, and the social relations of youth
which the phrase obscures and thus devalues, indicates the
waYs these pressures could only be thought of as negative,
and as such to be resisted with the help of education.)

The cultural investment in education is clear. 'Education’
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‘is added to 'patronage' and 'preservation' and these are
the three main headings which structure the report and the
policy.
It is likely that in its interest in expansion of cultural
provision and the aspirations towards new kinds of social
equality and thus the social cohesion that would be
brought about by increased cultural provision, the ‘1964
Labour government had in part been influenced by the
arguments within the New Left. For example, ~at the time,
Williams was prescribing the conditions for cultural
growth as equal availabilty of new and familiar cultural
forms over a long period of time, and therefore made
explicit the need for long term planning.
(R.Williams,1961) More recently Williams recalls the
reserved optimism of the time about the possibilities for
the 1964 Labour government.
Of course I shared the hope that the next Labour
government would put through certain measures in the
social field with which we all broadly agreed. I
didn't expect it to understand the new cultural issues,
but at least I thought dialogue was possible. People
like Benn or Jennie Lee seemed interested in these

problems and open to them (R.Williams,1979:367)

Communications published by Williams in 1961 was designed

to serve the more general political movement on the 1left.
At the time there were no real party political policies in
the area of communications. Williams worked out detailed
scbem%s for change in three stages:
immediate, transitional and long-term, partly thinking
that there was some possibility that at least the first

might be taken up by the Labour party but also to
develop a new kind of politics - constructive as well
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(R.Williams,1979:370)
However, instead of being part of the "new establishment",
issuing intellectual orders to Labour Ministers, Williams
seemed bemused that
Throughout the entire six years of Labour government in
the sixties, I never had one enquiry, formal or
informal, private or public, one invitation to a
committee or a conference, from anybody in the Labour
government or Labour machine (R.Williams,1979:371)
It appears that, despite the possibility, there was little
direct cross-over between the more academic analyses of
the New Left and the general parliamentary Labour party
discussions. The indirect influences are harder to trace.
The period of 1960-66 has been seen by a series of
historians as part of a period of the construction of a
social democratic consensus. Williams describes it as a
period when criticism by the left of the Wilson government
was held in check by the argument that the government was
prevented from doing what it wanted by its tiny majority.
He éoes on to argue that despite the much larger majority
after the 1966 election,
within three months Wilson was on television doing
everything he could to break the Seamen's strike,
denouncing their leaders as a small group of
politically motivated men. Nobody resigned from the
Cabinet - it was a very complete revelation of what the
Labour Party had become. (R.Williams,1979:373)
Thus, 1966 was seen as the beginning of the collapse of a
period of expansive hegemony. The general disappointment
with the Labour government and the anti-unionist stance it

appeared to adopt helped create a point of junction

between a working class which could now see the Labour
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‘government as an opponent, and the student and
intellectual left, which had been building up since the
late 1950s. Williams sees the culmination of these
interests as a movement. The May 1968 events in France
and the origins of the MayDay manifesto in Britain are
seen as different manifestations of the same social
formation.

Williams suggests that a sdcial democratic party is one
that carries out

the assertion of a social purpose over the capitalist
market. (R.Williams,1979:377)

These aims were abandoned by the Labour party in the mid-
1960s. The reforms proposed by the Labour party since the
mid-1960s, Williams argues, were designed to rationalize
and perhaps humanize the capitalist economy, and forms the
dividing 1line between what was once a social democratic
party and what it . became - "a post or non-social
democratic party." Two broad themes emerge with this
shift: on the one hand, the desire to modernise and
strengthen the economy produced an emphasis on new forms
of management both for business and for central and 1local
government - corporatism, which also became a political
rhetoric manifest in developing policies asserting the
"national interest"; on the other hand, this period also
saw the coming to the fore of what have been termed the
new sdcial movements, with their emphasis on new political
issues, neglected by the existing party politics.

The growth of the counter-culture movements in the 1960s
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‘was dramatic in both America and Europe. Part of this
growth arose from the apparently contradictory position of
the student, perhaps most sharply focussed in American
universities. Students were able to take time to step
aside from the concerns of production to develop'
intellectually within a broad organisation and structure
which was ultimately determined by corporate and
technocratic values and goals. This was gradually
perceived as a contradiction. Juliet Mitchell takes this
potential paradox further and argues that it was not
simply that people were being educated for the skills
required in the increasing complexities of technical
production, but also for,
the expansion of the mental universe itself, a universe
that has to be enodrmously much wider in a society
geared to consumption than in one oriented around
primary production...The greater the development of
capital, the higher the rate of reproduction that is
necessary to maintain it. People from the colleges and
universities are increasingly called in to perform this
work... they are the agents of consumer capitalism.
(J.Mitchell,1971:29)
The counter-cultural developments were anti-corporatist;
the counter-culture was an expression of the refusal of

incorporation. Marcuse's analysis of advanced industrial

society in One Dimensional Man gives an account of the

corporatist project and sets out the contemporary
philosophical basis for opposition to it,

culture, politics and the economy merge into an
" omhipresent system which swallows up or repulses all
alternatives. The productivity and growth potential of
this system stabilize the society and contain technical
progress within the framework of domination.
(H.Marcuse,1964:14)
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‘Marcuse expands on the notion of false consciousness, or
rather on a distinction between true and false
consciousness, and therefore on the sense of real and
false needs. These concerns indicate the parameters of the
counter-cultural opposition based on a qualitative
redefinition of needs.
To liberate the imagination so that it can be given all
its means of expression presupposes the repression of
much that is now free and that perpetuates a repressive
society. And such a reversal is not a matter of
psychology or ethics but of politics.
(H.Marcuse,1964:195)
The social critiques made in the 1950s in Britain were
seen in this period to have only made metaphoric gestures
against 'the bomb' or 'bureaucracy'. These protests were
later seen not only as almost apolitical, but unaware of
issues about consciousness, about how the individual
(subject) was determined, and therefore romantically
optimistic about the possibilities of rebellion. For
example,
The anger of the sixties was an anger not Jjust of
people who thought their parents were complacent, but
an anger of people who felt that reality itself was a
mean, even disgusting, wholly unethical fabrication.
So we were pitched into attacking not Jjust events
within the real world, but the whole notion of how the
real world was constructed and spoken about.
(p.Sainsbury, 1985)
The analysis of the sphere of the social in the 1960s
implied heavy personal responsibility; once the social
system had been analysed and exposed it could not be side-

stepped. To bring politics into everyday life was seen as

a liberation, an end to its false separation; but also as
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scrutiny and self-consciousness.v Such an approach seemed
important for an awareness of how 'the personal' had
become politically determined. The society which pictured
itself ideologically as free, individualist and expressive
began to be analysed as dominated by necessity and
conformity. The intellectual project of the counter-
culture was to delineate the subjective dimensions of
social domination. As a result social critiques could,
and did include a rejection of various forms of
centralism, of trade unions and the political party.

The term counter-culture itself sﬁggests the objective of
presenting an alternative. The critique of established
institutions is implicit in the establishment of
alternative facilities which provide a public presence and
indentity. The radical development of otherness is clear
in the titles of counter-cultural projects - 'The Other
Cinema', 'The Other Bookshop'. The notion of alternative,
of constructing and demonstrating other kinds of social
organisation, led to the development and concentration on
pre-figurative politics, with the now familiar emphasis on
working practices and organisation.

The importance of the counter-cultural movement and the
emphasis placed on the experiential/subjective dimensions
of cultural activity, 1lie in the way these ideas are re-
formulated in the community arts movement and are
inco;porated within both Arts Council policy and more

general education and social policies during the 1970s.
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‘Furthermore, counter—-Culturdli 1uEas LA pe avceicamme— —o-
the oppositional cultural policies of the GLC
administration in the early 1980s.

In the early 1960s the role of local authority cultural
policy was defined as one which could implement the Arts
Council's broad policy of increasing access to art. The
Arts Council's annual report of 1963/4 discusses, from the
Arts Council's point of view, the nature of local
authority support for different forms of culture. The
report draws on a survey carried out by the Institute of

Municipal Entertainment on Municipal Entertainment in

England and Wales, for the two years 1947/8 and 1961/2.

The purpose of the survey was to assess the use made by
local authorities of the Local Government Act of 1948
which allowed for a small percentage of the rates (up to
6d) to be spent on public arts and entertainment. The
main conclusion the Arts Council drew from this report was
that even if the optional section 132 were made mandatory
it would not directly lead to increased expenditure on the
arts at all. This conclusion was arrived at because the
Arts Council's interpretation of "arts and entertainment"
was as the "fine arts" exclusively. Although the Arts
Council report acknowledged that fine arts are only a part
of "entertainment", it was argued that "they are the best
and Tost important part" (Arts Council Annual Report
1963/4:9)

To demonstrate the limits of local authority expenditure
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the constituencyA of Aneurin Bevan, the Urban District
Council of Ebbw Vale, which spent nearly up to the
sixpenny rate allowed for entertainment in 1961/2.
However, in the Arts Councils terms the net expenditure on
"cultural® entertainment was barely more than the
equivalent of a penny rate. Their argument on the nature
of spending is based on the distinction between "art" and
"entertainment". The example of Ebbw Vale was used to
demonstrate the Arts Council's argument that within the
gross expenditure by local authorities on cultural
activities in 1961/2, expenditure on 'arts' was no more
than 12%. As a result of this interpretaion of 1local
authority expenditure, the Arts Council and the Institute
of Municipal Entertainment agreed that

adjustments would have to be made if we are to have a
more balanced programme. (AC Annual Report 1963/4:10)

The Arts Council report suggested a proposal for,

painless progress towards a better distribution of
local authority resources (AC Annual Report 1963/4:10)

based on the survey's sub-division of expenditure between
"¢ultural entertainment" and "other entertainment".
"Cultural entertainment" included,

art exhibition, ballet, opera, theatre, orchestral
concerts, recitals, lectures and arts festivals. (ibid)

The gross expenditure by local authorities on "cultural
entertainment" in 1961/2, minus the amount recovered
produced a subsidy rate of about two-thirds, which the

Arts Council described as on the high side but realistic.
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subsidy - it recovered most of its net expenditure, or as
the report put it, local authorities lost,

little or none of ratepayer's money on non-cultural
entertainment. Indeed it is hard to see why an
authority need lose money on 'other entertainment'...
band, Jjazz concerts, beauty competitions, carnivals,
circuses, dances, funfairs, pantomines, variety and
professional wrestling might fairly be expected to pay
for themselves. (AC Annual Report 1963/4:11)

The model for social democratic redistribution was
understood in the following terms.
The whole net expenditure of local authorities on
'other entertainment' can be rediverted to 'cultural
entertainment' (or grants and subsidies) without
costing the ratepayers anything at all: and this would
mean half as much again for the arts without losing a
single vote. ...the idea of paying for Bartok and
Brecht out of the bingo may not appeal to the more high
minded Councillors ... but the evidence in the survey
must lead them to question whether they are any longer
justified in actually losing the ratepayer's money on
forms of entertainment there described as 'other' and
if not, whether municipal entertainments of a better
quality might not fairly benefit from the results of
keener financial control. (AC Annual Report 1963/4:12)
The Arts Council's interpretation of the principles of the
social democratic project - to finance social reforms out
of capitalist growth - is therefore, to subsidise fine
arts from public funds derived from ‘'other entertainment'.
The Arts Council in this period did not recognise the
existing cultural provision of 1local authorities as
'cultural'. The central concern with fine arts meant that
cultural provision such as libraries were not even
included in the definition of cultural policy. The

restriction of explicit cultural policy to the 1limited

formal remit of the Arts Council meant that the kind of
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'with an emphasis on quality of life, and taking into
account aspects such as transport, planning and the
environment, were almost impossible to implement, as they
were institutionally unthinkable.

The Arts Council attitude to local authorities' cultural
provision also brings to the fore the relation between the
central and local state, and the fixing of cultural value.
These issues will be explored more fully in the case
studies.

Parallels can be drawn between the principle of cross-
subsidy and the prevailing social democratic philosophy of
the period. This Arts Council version of paying for
Bartok and Brecht out of the Bingo was apparent in
projects such as the 'Other Cinema' where money earning
titles were used to subsidise other material. The notion
of cross-subsidy is still a central principle for many
kinds of cultural projects. The fact that the Arts Council
and alternative cultural projects could operate similar
strategies suggests a deeper relation between the
organisation of culture and the predominant political
philosophy. In the same way that Mitchell suggests the
ideological values that the society appeared to elevate -
personal freedom and choice - were taken up and reworked
by the counter-cultural impulse, so too were the political
econothic and technological values. The ideology of
advanced capitalism suggested that it was capable of

producing enough abundance to solve the material problems
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‘'of the world. The site of tension indicated by the notion
of ‘'alternativeness' was between the means of production
and the relations of production - between what existed
and the potential for different kinds of production. The
projects based on alternative profit distribution, and on
'Other' businesses, illustrate alternative possibilities
within the same broad political and economic system.
Despite sugéestions that by 1966 the Labour party had
become in effect post-social democratic, it still used the
rhetoric of a social democratic model based on consensus
and a welfare state. Overall it is possible to locate
Jennie Lee's cultural policy within this trajectory of
social welfarism, and further to see how understandings of
éoéial democracy are played out within cultural policy,
especially within complicated models- for the re-
distribution of culture. However, by the mid 1960s the
Labour government had began to institutionalise the
ideology of corporatism. The introduction of corporatist
policies had implications for the institutional
organisation of local state cultural policy and provision;
and more generally for the development of sociél policy
and its bearing on cultural policy.

The Labour government introduced specific bodies to deal
with the tripartite link between government, industry and
the upions, and to determine income policies. The National
Economic Development Council (NEDC) and the National

Incomes Commission (NIC) were followed by a Prices and
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Department of Economic Affairs and the Ministry of
Technology - which were intended to represent the
interests of the national economy. (A.Gamble 1981:118)
According to Graham Thompson these policies represent the
introduction of themes of corporatism to Britain.
(G.Thompson, 1984:77-119) He describes corporatism as a
political mechanism which attempts to co-ordinate the
various economic interest groups in the economy. Within
this framework Thompson argues, trade wunions were
compromised and incorporated as something akin to state
agencies, as all three sides of the tripartism were
supposed to compromise and support the consensus, the
national interest. Corporatism highlighted a set of goals
for society organised around order, unity, nationalism and
success. The developing themes of corporatism were a
response to growing economic problems and associated
social and class conflict. The post war consensus was
fragile and this system of structured co-operation was
intended to reinforce it. Therefore, Thompson goes on to
argue,- - corporatism developed as a political system as well
as a specific approach to the management of state economic
interventions of the period.

The corporatism of the late 1960s and 70s, and the way it
was also developed within the local state as a management
model,; 1is central to the development of the local state
and therefore to +the conception of 1local cultural

policies; it was also central to Cockburn's analysis of
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‘the contradictory nature of the local state. The
redrawing of the boundaries of the local government
between 1957 and 1974 were consistently based on the need
to increase the size and consequently the power of the
local state in relation to large population concentrationé
and the need for efficient use of resources. Redcliffe-
Maud's report for the Royal Commission on Local Government
in England, (1969) recommended a single tier system of
large unitary authorities. In Cockburn's analysis the
local government system as a whole was being geared up to
govern more intrusively and effectively. She argues that
although it was only the internal management reforms that
were called corporate management and planning, external
reforms, policy-making and changes in services were also
based on the same principles.

Cockburn's reservations about corporatism stem from the
way it was developed as a management initiative, and the
way it could be used as an instrument of intervention by
central government, rather than by elected members. The
effect of local government re-organisation sinée the 1960s
until the mid-1980s has been to increase the size, both of
the tiers of government and the districts they serve. The
corporate influence can be seen in the adoption of
particular management strategies, the result of which
chkbprn suggests was that corporatism became a self-
contained system for local government in which the

clients' role became a pre-structured part of the system
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The state, 1like a corporation, looks for ways of
'influencing the environment so that its own present or
future behaviour is more efficient'. One of the ways is
to incorporate bits of the environment into the system,
by increasing the information flows and other practical
links between the two. It is by integrating the local
population into predictable ‘families' and 'community
groups' and by setting up 'joint committees' between
itself and them that the state can develop the level of
information flow that amounts to ‘governance'.
(C.Cockburn,1977:100)
The effect the adoption of corporatism had on 1local
government cultural policies is indicated by the way local
policies began to tie in with national policy emphases.
For example, the trend for large indoor sports centres,
encouraged by the Sports Council, was only really possible
after re-organisation when recreation departments were
large and powerful enough to plan and finance such
centres. (These issues are developed in Case Study II.)
To sum up, this second policy phase sees the movement of
cultural policy through an educational to a social policy
context within a developing corporatist political
framework. All three emphases fit in with an overall
social policy aim of social integration, the construction
of consensus. The principles of social democracy contained
the notions of partial re-distribution, and of cross-
subsidisation. These were easily incorporated into Arts
Council policies, thus perpetuating a particular selective
tradition and the continued assertion of a cultural
authority.

The disillusionment with the Wilson government and the

counter-cultural emphasis on representation and reality,
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‘with its reaction to the growth of consumerism and the
development of notions of 'false consciousness'
represented a partial challenge to the principle cultural
policy objective of this phase, that of extending access,
by questioning the values and validity of the culture on
offer. The response to this challenge, the incorporation
of aspects of counter-cultural philosophy wifhin state
policies, is taken up in the following chapter.

As I have already noted there are a series of aysmmetries
between state and market. Public cultural policy, dealing
as it does with social values, serves to highlight some of
these areas of apparent contradiction. One such area is
the potential conflict between the long—£erm requirements
neceésary for the reproduction of the social order and the
immediate conflicting logic of the capitalist market. In
the post-war period the negotiation of this dynamic has
shifted from straightforward state regulation of cultural
activity through licensing laws, to a more consensual
implantment of cultural values through social policy. The
fqllowing chapter considers what happens to cultural
policy as the notion of consensus is further undermined in

the 70s and 80s.
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Cultural Policy and the Breakdown of Social Democracy

part of the impulse which directs the changes in cultural
policies comes from a recognition of the failure of
earlier strategies to achieve their aims or to respond
adequately to changing circumstances. The third phase of
cultural policy arising in the mid-1970s was fuelled by
- the realisation that despite increased educational
provision, (in the previous phase the key to opening up
access), there were few indications that the 'arts' were
regularly or actively appreciated outside the familiar and
limited social groups. (Green,1977) It was this
recognition that contributed in part to the development of
the terms and processes of 'community arts', a movement
based on the re-thinking of the social uses of art, and
adapted from some of the earlier counter-cultural
impulses. The Arts Council's position of supporting
standards and excellence, although remaining the central
core of policy, became slightly more circumspect.

This third phase of policy, Green describes as dominated
by the idea of cultural democracy. The distinctive
feature of this phase is the marked emphasis on an ideal
of more general public participation in cultural
production and expression. This emphasis stands in
contgﬁst to the previous phase which was predominantly
concerned to increase access; to allow for appreciation of
.ghe arts across a broader spectrum of social class.

o
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community arts empodalied a double movement in the
contemporary definition and understanding of ‘art'.
Firstly the stress on participation broadened the
definition of what it meant to be ‘'creative'. It was
argued that creativity could be recognised in everyday
cultural activity. Secondly, the notion of participation
in the arts was mobilised to counter the 'effects' of
market-based or mass culture which was, in the main,
described in negative terms as inducing ‘'passive' rather
than 'active' involvement. Community arts moved the policy
emphasis away from a formal, pure and abstract
reception/appreciation to one based on creative
experience. The policies that developed from such a
perspective were based on strategies of animation to
stimulate cultural demand and participation in arts
activities. However, these policies have to be placed
within a context of the more general contemporary
proliferation of ideas of 'community devélopment' in the
wider political and social sphere.

Thé 'community' prefix in the phrase community arts was
meant to suggest another dimension to the way 'arts' were
understood. The two terms coupled together suggested the
aim of shifting immediate control of cultural activities
into the hands of local communities, and therefore
radically democratising access to the arts. Under the
broad policy aims of 'cultural democracy' the features of
community arts practice included: an emphasis on the

collectivisdation of resources; an emphasis on working in
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-groups and mobilising the notion of collective creativity;
an emphasis on the process of creative activity as
communication, on group or individual self-expression; and
a tendency to see creativity as an essential part of any
radical struggle, thus the use of arts in the service of
community and political campaigns.

The notions of ‘control' and 'power' although central to
- the whole perspective of community arts, were never
precisely defined or analysed. The idea of cultural
democracy was in some ways a re-appropiation of the
definitions of culture employed by the Arts Council;
therefore notions ‘of cultural value and creativity were
not so much questioned as re-deployed. The community arts
movement did not have a political analysis of the use of
the term 'community', and it broadly shared the position
of the Arts Council in its rejection of popular 'mass'
culture. As a result, although community arts challenged
the policies based on access to traditional received arts
forms as elitist, it did so from a position firmly fixed
apd grounded in the assumptions of the tradition it
appeared to reject.

The uncertainty felt by the Arts Council over its position
of maintaining standards and excellence in the  face of
argument that it only served a minority .audience, was
refle?ted in its partial adoption of the ideas of
community arts and the supporting philosophy of cultural

democracy. In 1974 the Arts Council set up a working party
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'Baldry' report) recommended the setting up of a community
arts panel. By setting up a new panel to deal with a
phenomena called ‘'community arts' the Arts Council
constituted it as an art genre rather than as an overall
policy approach. Nevertheless, the particular features of
the community arts panel were that it cut across
distinctions such as amateur and professional,
experimental and non-experimental; and unlike any other
Arts Council panel it was to include people with technical
experience (video etc), and significantly, people with
knowledge of social work. A couple of years after the
Community Arts panel was set up, a further report was
commissioned to evaluate its progress,
...to assess whether the extra subsidy during the two
year experiment has had a significant effect on local
communities, resulting in greater creative activity,
and to assess whether community arts have a clear
relevance to the arts as a whole and whether they
contribute to the development of the arts. (Arts
Council Report on Community Arts, 1976:2)
The aims and objectives of community arts as recognised
and interpreted by the Arts Council illustrate the key
policy strands pertaining to the theme of cultural
democrasy, and the ways such a theme would be negotiated
by a state body such as the Arts Council.
They express a range of work which seeks to relate art
to life... to give people the opportunity to enjoy and
" participate in creative activity, to take an active as
well as a passive role in the arts, to make the arts
more accessible to all members of the community, and

more relevant to the creative development of society.
...the Redcliffe~Maud report refers to the small
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involved in the active enjoyment and personal
experience of the arts. ...Community arts seek to
reaffirm the natural role of culture in our society, to
enable far more people to have a chance of expressing
themselves through the arts, of appreciating the arts,
and thereby increasing their knowledge of art and
life. (Report by the Arts Council's Community Arts
Evaluation Group, 1976:4)
part of the argument employed by the minority in the Arts
Council sympathetic to community arts was that support for
it was a necessary part of the Arts Council's charter and
that 1if the Arts Council failed to respond, it would
become increasingly irrelevant as a national organisation
serving the national cultural interest. The partial
adoption of community arts was therefore a concession to
the idea of a more relevant role for the Arts Council, a
method of fulfilling the charter and at the same time
maintaining a stake in the debates about the future
development of cultural policies. In Arts Council policy
discussion, community art was yoked together with what
became relatively termed the 'established art', but yoked
in a way that made sure the two were entirely separate
enfities and clearly hierarchically positioned. The
assertion (made above by the evaluation group) that
communiﬁy arts represented a way of retrieving a natural
réle for culture in society, was not seen to contradict or
imply any criticism of 'established arts', rather it was
stated that community arts could be added, that the two
should be seen as complementary.
in the established arts the council has criteria of

assessment and excellence. Community arts projects must
also be judged by their quality, but the criteria for
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the Community Arts Evaluation Group,1976:6)

The Arts Council's recognition of community arts was also
a tacit acknowledgement that there could be some kind of
linkage between arts and social problems. The older
Bloomsbury ‘'civilisation' view that exposure to the arts
induces a process of individual enlightenment was adapted
to support the idea that art might have a more direct
social purpose.

In cities, central and local government are becoming
increasingly aware of the need to find a solution to
the problems of inner city decay and the ugliness and
isolation of the wastelands of much post-war planning.
We have seen something of the wunique and often
unrecognised contribution that community arts is
already making to this question, and we have no doubt
that the potential for further development is
considerable (Report by the Community Arts Evaluation
Group, 1976:30)

The social purpose for art was seen to lie in furthering
the development of a sense of 'community', of social
cohesion; it was seen as a form of social democracy in
action which would counter the isolatioﬂ, alienation and
potential anarchy of contemporary society. The need for
cuitural compensation was arqued for with almost
missionary zeal.

The recreation of a sense of community, of a sense of
belonging, of communication and consultation, of self-
confidence and of achievement, may well spring from the
skilled development of arts-based creative activity...
we are convinced that the Council in continuing its
support of the practice of community arts will not only
be contributing to the development of art itself but
will be making it possible for an ever increasing
" nulnber of people to experience and appreciate some form
of artistic expression... such people have hitherto not

been the concern of the Arts Council. The experiment
has shown the way to find them. It would be tragic in
our view if they were now lost. (Evaluation
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'chmunity arts and 'established arts' together formed the
Arts Council's commitment to the aims of cultural cohesion
and social integration, implied by the political and
economic policies of social democracy.

The aim of cultural cohesion and social integration was
also the main impulse behind the Arts Councils attempt to
develop a policy for 'ethnic'minority arts'. The term was
adopted from a report 'The Arts Britain Ignores'
commissioned by the Arts Council, the Gulbenkian
Foundation and the Community Relations Commission, and
published in 1976. Kwesi Owusu (1986) discusses the way
'cultural isolation' was identified as a major problem and
the way ‘'ethnic arts' was seen as a way of legitimising
and reinforcing the integrationist approach of arts
policy. (1) In this way both the development of community
arts and that of ethnic arts by the Arts Council can be
seen 1in terms of a philosophical framework in which the
'established arts' formed the central mainstay of cultural
poiicy both fiscally and as the heart of cultural value,
while community arts and ethnic arts were essentially
peripheral add-on policies, primarily legitimated in non-
cultural terms, such as countering poverty or ‘'cultural
isolation'.

The aims of cultural democracy were part of a European
moverent that emerged during the seventies. The Arts
Council's adoption of communty arts can also be seen in

part as a response to the European policy developments.
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‘The European Cultural Convention of 1976 (UNESCO) ,
involving European Ministers with responsibility for
cultural affairs, passed a series of resolutions and
principles for cultural policy, particularly aimed at the
idea of involving all sections of the population in a
coherent policy for socio-cultural community development.
The  emphasis was on decentralization and community
development. Decentralization encapsulated the central
idea of 'cultural democracy', of local determination of
cultural provision.

Decentralization was also an important feature for
contemporary political movements of the 1970s concerned
with devolution. Devolution itself would have included a
degree of cultural political devolution, given that the
preservation of languages was a central aim. Thus the
notion of decentralisation was a wide-ranging contemporay
issue which was expressed at different levels.

Local authorities were well placed to develop cultural
policies within specific cities, regions and 1localities
‘and therefore to form a a decentralized infrastructure.
However, the Arts Council imposed its own particular
tenets of policy onto the general notions of
decentralizatitn and onto the European influenced sense of
socio-cultural development in the arena of local authority
cgltqral planning. The Arts Council saw local authority
support for community arts as one of the most important

factor for its long-term success. Local authorities not
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were also seen as well placed to integrate community arts
with other local services, thus representing an integrated
socio-cultural framework. Nevertheless, within this
framework the Arts Council urged f£er an arms's length
approach and grant-aiding became an infiuential model in
the development of cultural planning. As a result the
contradictory tensions of the distanced and low key arm's
length approach of the Arts Council combined with the
more interventionist aims of social policy were played out
in the sphere of the local state.

Thus the local state embraced a framework in which the
Redcliffe-Maud proposal that the arms length philosophy -
which neither dictates to artists nor imposes on them
conditions incompatible with artistic freedom - be adopted
by 1local authorities, while at the same time an emerging
criteria under the heading of community development began
to take the place of the old Arts Council guidelines of
standards and excellence. (2) The question of ensuring
fiﬁancial accountability of public subsidy was to be
solved by making sure recipients of grants were non-
profit-making. In this way organisations receiving state
subsidy could be monitored on a financial basis rather
than on artistic grounds.

The policy phase of cultural democracy opened up in the
mid-I970s in spite of, or perhaps because of, the economic
recession. The particular compensatory characteristics

inherent within this period of policy development can thus
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pbe linked more directly to the social, political and
economic circumstances of the period. The 1970s saw the
setting up of the Social Contract, described as the last
attempt at corporatism; the world recession of 1974/5 and
the IMF loan to Britain which signalled the beginning - of
the cuts and limits imposed on public expenditure; the
final breakdown of the Wilson/Callaghan social democratic
reformist policies; and the beginnings of the context of
the political success of the new right. From the late
1970s onwards the whole area of public expenditure came
under scrutiny and its reduction formed a central
justification of the Thatcher government's economic
strateqgy.

The 1970s, as a new period of slow economic growth and
mass unemployment, changed the character of 1960s
community politics. The shift into a phase of community
development brought aspects of compensation for the
effects of economic decline to the fore as a means to
stabilize, rather than as a part of a progressive social
democratic programme. Ironically, cultural compensation
was now offered to counter the effects of economic
inequalities. In the previous phase cultural leadership
was supposed to offer an alternative to too much
consumerism - culture was to be a carefully protected
anti%ote to excessive commercial consumption.

At the same time the themes drawn from the counter-

culture, the opposition to corporatism, became, through
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corporatist project. (Cockburn,1977) Participation,
central to community development, was argued by Cockburn
to be the very method of corporatist local government. The
community approach Qas no longer merely one or two
isolated schemes, but amounted to a multi-purpose policy
involving several government ministries. Local government
was increasingly seen as the channel through which this
policy approach could best be ministered. Community
developﬁent was to provide a broad framework within which
to approach the effects of poverty. The general strategy
was that voluntary activity was taken as an indication of
new areas and ideas for social policy, which were then
incorporated into community development and financed by
the state.

Community arts is an example of this common pattern in the
post-war development of British social policy. The rise in
various voluntary and community action activity served to
identify (or construct) social needs and then drew in
stdte subsidy, which was followed up by the partial
incorporation of community strategies into general state
social policy. It can be argued that there was a
characteristic fusion in this period of state and
community orientated social groups. Projects initiated by
the state and those developed by community groups were at
times® indistinguishable. Cockburn criticised the way much
community action was perceived as classless, and suggested

that it served in many instances to splinter working class
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-interests under the guise of pluralism and participatory
democracy. This tendency was paralleled in corporate
social policy where no one interest could appear to
dominate.

The cultural debates of the sixties led to a change in
status for the artist, especially with the increasing
acceptability of state support for the practising artist.
Jenkins saw his role as Arts Minister as two-fold.

Firstly, to help put the state at the service of artists,

and secondly, to radically increase access to high
culture.
I would be Minister for artists... I would ¢try to

bring the world of arts to more and more people over
the whole country so that everyone should at least have
the chance to know what they are missing. (Jenkins,
1979:93)
Further Jenkins wished to heal the breach between the two
cultures, since despite the gap, he, like Jennie Lee, saw
high and low as inevitably linked:
the arts, communication, entertainment and sport form a
whole and as such the state must arrange for the
popular art and entertainment forms to finance their
essential creative sources (Jenkins, 1979:28)
The difficulty here for Jenkins, as it had been for Lee,
was how to reconcile popular culture's relation to the
market and therefore with consumer capitalism. The older
forms of culture were perceived as distinct from the
capitalist market and therefore the capitalist market
could be kept at bay by the use of public subsidy.
Although he saw the Arts Council as the best available

model for state arts support, Jenkins was critical of its
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-undemocratic structure. He initiated a series of (foiled)
attempts to make the Arts Council more accountable. The
main issue for Jenkins was how to increase the
representation of employers and employees in the arts
rather than relying on dignitaries. He encouraged the
idea that more attention should be paid to the needs of
practising artists. However, in discussions over
proposals to dismantle the Arts Council and replace it
with new bodies based on local authorities (a suggestion
put forward by a committee headed by Renée Short drafting
proposals for Labour's future programme) Jenkins defended
the need for a special body to deal with the arts, and
like Redcliffe-Maud, although supportive of the role for
local authorities was doubtful of their true commitment,
What you are proposing is the transfer of power in
patronage of the arts from organisations formed for the
purpose and eager to fulfil it (the Arts Council and
Regional Arts Associations) to bodies not formed for
the purpose and in some cases reluctant to carry it out
- the local authorities. (Jenkins, 1979:214)
Hugh Jenkins, the Labour Arts Minister of the mid-1970s,
baéed many of his priorities on more radical
interpretations of the existing policy ideals of defence
of standards and access to excellence. Following on from
Jennie Lee, his aims were to break down the elitism in
'major' cultural events, to make the received artistic
traditions more widely available, ﬁto let the world in".
Jenkihs saw arts/cultural activities in the 1970s as

divided between quality culture and a substitute degraded

culture. 1In some ways he personifies the policy tendency,
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‘which upon recognising and acknowledging the existence of
mass—-culture, refuses to accept that the majority of
people should be abandoned to it. The attempt to provide
access to "the best" formed part of his understanding of
socialism, and his view that state responsibility for the
arts 1s necessarily socialist because it is based on the
notion of a national or shared culture. His view, which
was quite a widely held view on the left, was based on the
belief in a past shared or common culture. Jenkins argued
that a common culture began to collapse during the 1860s
and 1870s and continued to do so through the First World
War, culminating in a situation where the artist is
divorced from the general public and the artwork became
"elitist and incomprehensible to the masses". (Jenkins,
1979:23)
Jenkins' concern with the democratisation of culture was
linked to notions of nationalism. In the 1970s questions
about the cohesiveness of British nationalism became
important in the context of devolution - Scottish, Welsh
apd Irish nationalism, and the qualitative shift in racial
politics signalled by the 1971 Immigration Act which,
brought an end to primary immigration and instituted a
new pattern of internal control and surveillance of
black settlers. It was paralleled by a new vocabulary
of 'race' and crime which grew in the aftermath of the
first panic over 'mugging’'. (P.Gilroy,1987,117)
Jenk%ps asserts the importance of culture to a sense of

Britishness and a leftist national sentiment, without any

apparent consideration given to questions of race, despite
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Jenkins was optimistic about technological development and
saw the development of the popular press, cinema, record
player, radio and television as the means that might have
"healed the breach" between artist and audience, between
high and low culture. He describes what happened instead
as the development of,
a huge transatlantic anti-culture...mindless and anti-
social pap, aimed at the most easily stirred instincts
of consumers (Jenkins,1979:19)
In his analysis uncontrolled capitalism conspires to
conceal from people the realities of their situation.
That conspiracy has re-opened, deepened and widened the
culture gap which today separates the book reader from
the Sun glancer: the concert goer from the football
fan. (Jenkins,1979:20)
In the wish to distance culture from capitalism, Jenkins
sees a need for separating culture from the market, hence
the central importance of a role for the state.
To counter his cultural pessimism 1in the area of
technological development, Jenkins drew on the idea of
cultural rights which in turn evoked the Universal
Declaration of Human Rights (1948) which stated that
everyone has the right to participate in the cultural life
of the community. This fed into his belief that the
development of an elitest art market should not be used as
a way of avoiding a wealth tax. His insistence that there
shou%g be no tax exemption on the purchase of art objects

was one of his controversial policy proposals that

contributed to his later dismissal by Wilson.
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'challenge the failing priorities of the established social
democratic consensus have been identified by Gamble as the
social market strategy and the alternative economic
strategy. The political force behind the revival of the
liberal economy was the rise of the New Right in the
Conservative Party. The main target of the New Right was
social democracy. The strategy of the left of the Labour
movement - the alternative economic strategy - developed
from discussions of the Labour defeat in 1970 and the
failure of the attempt to sufficiently modernise the
British economy. The aims of the AES were to use political
power to rebuild economic strength and extend civil,
political and social rights. The theorists of the AES
emphasized the need to combine measures that would give
greater civil, political and social rights, and encourage
democratic participation not just in government but in all
social institutions. (Gamble,1985:155) It may seem that
the theory of alternative economic strateqy, compared to
the‘ actual developments of Thatcherism, is not worth
discussing, but the debate on the left around AES fed into
the ideas leading to the intervention of 1left local
authorities into local economic development in the early
1980s, which did have an important bearing on the
development of cultural policy.

Broad® correlations can be found between the aims of
cultural democracy, community development and the social

aims of AES, as the notion of 'participation' is central

82




‘to them all. The idea within the AES that participation
as a citizen in all social decision-making would be
satisfying for the individual, reflects the single most
important aim of cultural democracy - involvement, the
importance of experience and personal fulfillment -
'relating art to life'. It also mirrors the stress on pre-
figurative politics played out in forms of political
community action where attention was paid to the mode of
political action, so that in its very process it was
demonstrative of wider social and political aims.
Obviously participation at some level is necessary for any
kind of political engagement, what is significant here is
the elevation of the importance of experience, so that
participation could almost become an end in itself;
although it was generally conceived of as a first stage
that would eventually give rise to new social and
political demands. However, participation was also
central to state-supported policies designed to encourage
social cohesion; for example, controlled participation was
central to various policies for community development as
Cockburn has described, and acted as a way of diverting
and misrepresenting political demands.

During the 1970s despite the more visible signs of the
breakdown of post-war consensus and economic recession,
there~ was a basis for association between the state and
various social groups outside parliamentary politics. New

social movements from this period can be seen to have
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government. That on occasion it was difficult to unravel
and determine exactly how some projects were initiated,
whether it was by government or whether by local action,
indicates the remains of a shared framework even if the

political aims were very different.

In and against the state

The phases of post-war cultural policy outlined by Green
extend only as far as the late 1970s. This period,
however, marks the beginning of a fourth phase 1in the
development of national and local policy. The changes in
British society brought about by the 'New Right' and the
full implementation of ‘'Thatcherite' social, political and
economic policies had direct implications for cultural
policies developed in relation to social democracy. They
also provided a changed context for the practices of
oppogitional movements whose activities were increasingly
designed to counter, mitigate or provide alternatives to
the'effects of Thatcherite policies.
In 1979 Thatcherite Conservativism began a 1long and
relentless attack on the basic tenets of social democracy
in its management of ongoing transformations of the
deeper, structuring levels of social and economic
relations. As Marx argues, the peculiar character of
social democracy and its historic role has been,

a means of softening the anatgonism between the two

extremes of capital and wage-labour and transforming it
into harmony, not of superseding both of
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Bonaparte:176)
But by 1979 the post-war attempt to serve both capital and

represent the working-class by raising the level of power
to that of 'general interest' was breaking down. Gamble
(1985), argues that when the Heath Government fell in 1974
the idea that the state was dead-locked between capital
and labour gained ground. The Callaghaﬁ government of
1975-79 is argued by Hall to be the period when the basis
of post-war reformism was destroyed and the first turn to
. monetarism occurred. It was against this background that
Hall suggests the Thatcher campaign engineered,

the fatal coupling of anti-labourist, anti-statist,
anti-equality, anti-welfare spirit with the revitalized

gospel of the free market. Thus the qualitatively new
and unstable combination of Thatcherism - organic
national patriotism, religion of the free market,
competitive individualism in economic matters,

authoritarian state in social and political affairs -

began to cohere as an alternative social philosophy.

(S.Hall,1984)
The policy features of monetarism in the early 1980s and
then the so-called radical conservatism of the mid-80s
consisted of a drive towards the operation of 'free
markets', and the reduction of what were seen as the
obstacles of public spending and the public sector itself.
The policies to privatise nationalised industries and
public sector services constituted a reversal of the
enlargement of the public sector developed by social
democ?atic governments of both parties since the 1940s.

As discussed in the previous section, the social movements

that had developed during the 60s and 70s had to some
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social democratic governments. This is evident in the way
(especially in aspects of inner city community work -
social work, community arts, various urban programme and
voluntary initiatives) the various strands of public and
voluntary funding and leadership became entangled in the
development of public sector services. During the 1980s
the social context for these movements changed
significantiy and in turn the movements themselves had to
alter.
More generally, Hall argued that the success of
Thatcherism had to be analysed and recognised by the left.
... its success of ideological transformations and
political restructuring...winning space of already
constituted social practices and 1lived ideologies,
drawing on 'traces' in popular inventories, and
constructing them into an alternative logic. ...this is
the terrain upon which the forces of opposition must
organise. (S.Hall,1984)
Significantly, however, arguments put forward to counter
Hall's central supposition that as a result of the left's
lack of commitment to popular mobilisation there was
little popular support, drew on examples of 1local
authorities. (D.Massey,L.Segal, H.Wainwright, S.Rowbotham)
(3) The campaigns to defend local services, they argued,
not only indicated a tradition of popular support for left
administrations of city councils, but also suggested
models for socialist alternatives. The GLC and Sheffield
City * Council in particular were held up as working

examples of political and institutional alternatives.

The sense of demonstratable alternatives was exemplified
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first by the particular way in which these local
authorities developed working practices and services over
which they had some control as both policy makers and
employers; and, second, by the ways in which they went
beyond the traditional role of local government to support
some trade wunion initiatives in the public and private
sector. Such activity, it was suggested, contained the
basis for a framework for new alliances between the
political power of socialists in local government and the
extra-parliamentary power of trade union and community
campaigns. Within such a framework, the task for new
social movements was to align themselves with local
government as a site of resistance against central
government. The drive to mitigate against the worst
effects of central government policies on local residents
went hand in hand with an argument that local government
itself was in need of radical democratisation. The policy
of decentralisation of service implementation and policy
making was in very general terms the main strategy for
democratising local councils and making them  more
accessible to ratepayers and council <clients. However
these ideas were developed in the light of local councils'
roles in the community development strategies of the 1970s
and in order to avoid the danger that decentralisation and
consu}tation would, 1like the participation schemes in the
1970s, only operate to monitor and contain discontent, it

was stressed that groups and campaigns working with
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councilis should retain their independence and not simply
incorporated.

The initiatives and examples which Massey et al.(1984)
describe were seen as part of the 'long haul' - the seeds
of a new beginning resulting from a collaboration between
a new kind of socialism inside the Labour Party, and
feminists and independent socialists outside. The
campaigns against privatisation, cuts and closures, and
the achievements of co-operatives which suggested ways the
public sector could intervene and put to good use that
which the market would have wasted, were seen to indicate
the effectiveness of a planned economy and the
possibilities for socialist industrial policies. Massey
et. al. argued that the unpopularity of the left was not
the consequence of real popular disapproval or discontent
with the left's ideals, but were, rather, due to a sense
that they were unobtainable.

The local state was thus an important focus in the early
1980s. It represented the site from which a 'long haul’
had‘ started and an important institution into which the
'long march' begun in the 1960s had reached and entered.
It was to provide a national challenge and a new vision in
that not only was the local state set against central
government, but it was also to develop initiatives that
could be translated into policies for national government.
Lotal” councils were seen as an important site at which
institutional politics and new social movements could be

linked. Thus Sheila Rowbotham, for example, argued that
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"local councils could be crucial for linking feminism with
socialism insofar as local government held the potential
for connecting everyday actiyities with the widening of
popular power and the experience of self-
government. (S.Rowbotham, 1984.) The local state was
thought to hold a key which could unlock and wunleash a
sustainable challenge the basis of Thatcherism.

Gyford (1985) traces a shift of interest from community
politics to local government and the emergence of a social
formation he terms the "new urban left" - a formation
characterised by an association between elements of: the
campaigns against local spending cuts; the radicalisation
of local government professions; environmentalism; and the
women's movement. This process in turn fuelled a critique
of the past practice of the Labour Party. The new urban
left stressed the inadequacies of traditional models of
socialist politics. Gyford describes the aim to replace

oldef models with,

a new local road to socialism - free of ... the
centralised deformations of both parliamentary and the
insurrectionary roads. They (the new urban 1left)

represent the decentralist wing of the extra-
parliamentary left. (J.Gyford,1985:68)

The notion of working "in and against the state" was an
idea developed by a group of 1local state workers in
London, Sheffield and Edinburgh. First in a pamphlet and
then _in a book, they set out their position and role in
relation to the contradictions of the 1local state as

identified, for example, by Cockburn.(4) These state
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workKkers drguea tnat Dy being close to power they could
.shift the contradictory balance between the needs of
capital and the services and resources that people need to
the practical advantage of the working class.

"In and Against the State" set out preliminary discussions
about the need for change in local government. The main
areas of concern were local councils' industrial relations
and the employment conditions of its own employees: how to
change the councils' relation to local people and
community groups; and what the nature of a relationship
between socialist wurban mangaers and the working class
should be. Two main themes emerged: firstly, a discussion
of the ways in which the local state could be used in the
development of new forms of opposition; and secondly, the
‘recognition that an uncritical defence of existing local
state services was inadequate. They stressed the need for
political recognition of the fact that many people chose
not to give their support to a defence of local services
because they experienced those services as inadequate,
intfusive and in some cases, as oppressive.

"In and Against the State" put forward the argument that
instead of accepting the‘ local state as a fixed
institution, it should be recognised as a form of social
relations. The state, described as an entangled web of
social relations, could not simply be smashed. Rather the
strugyle for change was necessarily continuous, changing
shape as the struggle itself and the state's responses to

it created new opportunities. As a result, a new position
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-and course of action was said to open up for the state
worker - to challenge certain practices of the state while
remaining inside the state. The strategy of working within
the state was practised in conjunction with the building
up of organisational practices which challenged
traditional ways of working and prefigured socialist
practices.
These debates prepared the ground for developments such as
the introduction of local government employment and
economic development units, which signalled a new kind of
interventionist role for the local state. The older local
economic policies of loans or grants to assist the private
sector, or the relatively unaggressive strategies of
promoting an environment to encourage private investment
were seen as inadequate and irrelevant in the face of mass
unemployment and economic decline. (5) The Labour
manifesto for the 1981 Greater London Council (GLC)
elections argued that such strategies were,

not enough to cope with the scale of London's

industrial decline ... the public sector will have to

take an active role.
Sheffield City Council was the first local authority to
set up an Employment Department and Employment Committee:
this was in June 1981. The Employment Department was
charged, in Gyford's summary, with,

promoting new industrial and commercial development and

"investment: its responsibilities were also to include

assisting in the development of co-operatives, planning

agreements and a local enterprise board instigating new

municipal enterprises and creating jobs within the
council through the Manpower Services Commission.
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The Department and Committee were concerned not only to
prevent further job losses and promote the creation of new
jobs, but also to seek more democratic control over
employment, through both greater industrial democracy and
more co-operative organisation in the work-place. To
differentiate these strategies from older economic
policies, which were seen simply as serving private
capital, the notion of socially useful production became a
key structuring concept.
Gyford contextualises this new role for local government
within a series of historical shifts in the character and
function of the left administration of the local state.
municipal socialism... would have involved municipal
enterprise and municipal trading...(in) the era of
municipal labourism the emphasis would have shifted
towards service provision in fields such as housing,
education, social services and planning. In the case
of 1local socialism part of the answer would focus on
the role of the council as a resource for political
campaigning. (J.Gyford 1985:53)
Gyford describes the concerns of the left local councils
as .political rather than managerial. To this end, he
suggests that councils were seen as a power base that
could deal with a wide variety of political issues and
matters over which the council had no particular statutory
powers. The wuse of a local authority as a political
resource meant facilitating the activities of various
groups in the community as well as campaigning by the

council itself.

Gyford summarises the politics of local socialism as not
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licitly critical of this ideological function which is,

argues, based on a notion of preceptorial politics - {1
ch he defines as teaching a 'correct' ideological line }
|

system which provides a framework for understanding the

ial world. ‘J

The danger is simply that preceptoralism, no matter how ?;
benign its intent, may, under pressure, degenerate into ‘ﬁ
a manipulative elitism. (J.Gyford,1985:90) gt

ever, it should be érgued that part of the objective of B

t local authorities were precisely to make explicit the fﬁk»

ological role, to differentiate both from central

ernment, and the managerial corporatist functions of

1970s. These issues are apparent in the emergence of

al state cultural policies. The strategies of

entralisation and mobilisation, and in the case of the

in particular, of identifing and funding various

ial groups, is reflected in the development of cultural

e e e Y Bt

icy. However, there are differences in the policy

ifestations of the so-called new urban left, which are i

arent in, for example, the policy differences between

GLC and Sheffield City Council.
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changed role for the local state carried with it fresh

lications for the local state's relation to cultural ,féé

sues. However, despite the post-war policy developments

the Labour Party, (the doubling of the Arts Council

ant in 1964, and the positions carved out by Jennie Lee

d Hugh Jenkins) ; and the long-term leftist
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-administrations of city councils such as Sheffield, there
was 1in 1981, when Labour took over the administration of
the GLC, no ready made cultural policy waiting to be put
into practice. The development of the GLC policy occurred
in stages and was underpinned with quite unprecedented
financial resources, the massive residue of grants and
subsidies developed in the 1970s. Nevertheless, the
cultural policy of the GLC from 1981-86 has éince been
summarised as challenging the history of the de-
politicisation of public policies for culture. (6)

The first significant development in GLC policy stemmed
from the rejection of the '70s definition of community

arts. In a discussion document Community Arts Revisited,

(1982) written by Alan Tomkins, an adviser to the
Community Arts Sub-Committee, the radical potential of
community arts was argued to have been undermined by the
way it had been incorporated within, (or even formed
within), government policies of ‘'social control' and
philosophies of social integration. This basis of
community arts was argued to be questionable even in a
period of social democracy, but absurdly -inappropiate
under political social and economic conditions of the

early 1980s. Community Arts Revisited put forward a

criticism of a general definition of community arts that
was said to exist, one which the Labour Party, the TUC,

the Arts Council and the Thatcher government could all

more or less agree upon, and whose aims were vague and
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All these disparate political positions saw the
popularisation of culture and the construction of
‘unified neighbourhoods' as the <chief aims of a
community arts policy. (Community Arts Re-

visited,1982,)
The role of the professional community artists was brought
under critical review in the light of the use of community
arts as part of social programmes to re-develop
neighbourhoods following the 1981 riots. This leads to a
second reason for the move away from this multi-purpose
community arts. The GLC policy became directed at the
cultural expression of organised groups themselves rather
than to mediate through community artists. The emphasis
was to be less on the notion of}individual development and
more on facilitating the expression of particular social
groups.
These two policy shifts led to less emphasis given to the
notion of 'community' and increased attention to one of
'representation’ Tomkins argued that the 'unified
neighbourhood' view of community had become increasingly
irfelevant.

... major changes such as unemployment, continuous

inner- city housing re-development, immigration, and

the rise of the nuclear family have all contributed to

the dispersion of old style 'community' (Community Arts
Revisited 1982:2)

On the question of representation Tomkins argqued that
community arts was inadequate for the 1980s because it had
not ‘been able to address or represent what were perceived
as the newer sites of cultural struggle:

a specifically black consciousness, feminism and the
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forms outside the mainstream community arts movement
(Community Arts Re-visited,1982,2)

The notion of ‘'Ethnic Arts' the name given to the other

sub-committee of the main 'Arts and Recreation Committee',

was also questioned in the development of GLC policy.

Ethnic Arts as institutionally constituted in the 1970s

had been based on ideas of compensation for a perceived'
loss of cultural identity. Instead the GLC contributed to

the development and implementation of a policy based on

the political definition of Black Arts. However, the terms

'community arts' and 'ethnic arts' were retained in the

titles of the sub-committees. The Ethnic Arts Committee

was served at officer level by a Race Equality Unit,

created within the Arts and Recreation Department to
devélop the Black arts sector and to campaign for the
implementation of anti-racist policies and equal
opportunities policies throughout the cultural sector.

GLC cultural policy was institutionally structured by a
main Arts and Recreation committee plus two sub-committees
re?resenting particular areas of policy development.

Policy was also developed in the Industry and Employment

Committee which drew up the London Industrial Strategy.

The GLC began to suggest a link between cultural policy
and employment policies. Such a link was based on a
recognition of the cultural industries as an important
subject for inclusion in local state (and national state)
cultural policy. A sub-unit of the Industry and Employment

Committee, the Economic Policy Group developed a strategy
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for London's cultural industries - the printing,
publishing, film, video, broadcasting and music industries
- that would form part of the wider London Industrial
Strategy.

The definition of cultural industries was developed in
particular by Nicholas Garnham in a paper Concepts of

Culture: Public Policy and the Cultural Industries written

in 1983 for a GLC conference on the cultural industries in
London. (7) Garnham suggests two related definitions of the
term, the first simply describes common characteristics.
Cultural industries are:
those institutions in our society which employ the
characteristic modes of production and organisation of

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

generally although not exclusively as commodities.

(N.Garnham, 1983,1)

The key point of such a definition, as Garnham goes on to
point out, is that ;ince these characteristics are found
in all industrial societies, the concept of the market can
be separated from a capitalist mode of production. Thus,
thé implication is that mass produced cultural exchange
can be operated on a different basis.

The second use of the term is as an analytical tool to,
focus on the effects on the cultural process within the
capitalist mode of production of cultural goods and
services produced and distributed as commodities by
labour, which is itself a commodity. (N.Garnham,1983,3)

Ther% are crucial characteristics which govern the

production, distribution and circulation of cultural

commodities which, within a capitalist market, stem from
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from the high cost of initial creation of the product
compared to the cost of its general production, (or to be
strictly accurate, its re-production). The investment in
the prototype is high, both in terms of 1labour and
capital, while the costs of general production per item
are comparatively much lower. Therefore, as with other
- commodities the market is structured by strategies which
seek to maximise economies of scale.
The GLC's development of policies for cultural industries
were based on overcoming the traditional distinctions made
in cultural policies and to recognise the importance of
the market in terms of cultural production and
consumption. An approach to the cultural industries
required new forms of financial support. Strategies of
grant-aiding and deficit funding could not be applied to
the cultural industries, and therefore methods had to be
drawn up for,
actually intervening in the commercial market place
where this culture is made. And so a programme of
investment into independent record production and
distribution, publishing and book distribution, video
distribution was inaugurated, as a way of securing jobs
in these industries, and of working towards a programme
of cultural production that was rooted in economic re-
distribution as well. (K.Worpole, 1986,64)
As well as highlighting the position of the independent
producer, the intervention into the market represented a
new role for the state in relation to cultural policy -

that of considering employment and training policies - as

well as the more traditional ideas of the nature of public
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We see a new role for the state in the years to come:
to create new jobs and new training opportunities,
particularly for those groups which have been excluded

from the media in the past; and secondly to increase

real choice in what is available to people as users of

culture" (GLC 1985,5)
The focus for these policies was the independent sector
and 1in particular, the distribution of independently
produced cultural products. The investment in a
distribution infrastructure that would serve the
independent sector and strengthen what was seen as a
potential alternative market currently operating (and
exploited) at the fringes of markets controlled and
dominated by multi-nationals. The analytical use of the
concept of cultural industries to examine effects on the
cultural processes within the capitalist mode of
production of cultural goods and services, revealed the
way market forces tended to limit choice, reduce access
and create an artificial scarcity of cultural products.
The 'imélications of a cultural industries strategy were
thought to fundamentally challenge the Arts Council
tgadition of policy based on responding to the strongest
claim made in relatively narrowly cast terms and applying
only to non-industrial cultural forms. Intervention in the
market suggested a planned policy based on a mix of loans
and investment in independent or semi-state organisations
which‘were to operate in a mixed economy. Such arguments,

made in the context of de-ihdustrialisation and

unemployment, have been part of a wider debate about
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engagement of local government in the regeneration of the
productive sector. The debate forms part of the
perspective discussed earlier, which rejects the
conventional idea that local government should concern
itself only with the social infrastructure, collective
consumption and welfare, leaving production to the private
sector.

The argument for local government intervention not only in
the 1local economy, but also in terms of its whole
corporate approach, was also being developed in other

areas. In their study The Future Role and Organisation of

Leisure Services in Local Government, (1986) The Institute

of Local Government (INLOGOV) set out the possible future
roles for local government. It argued that the choices
local government faced within the area of leisure
represented the choices facing local government as a
whole.

The challenge to local government then is not to

retreat into acting as little more than a residuary

body, but to take on a new kind of pro-active

leadership role within the community. (INLOGOV, 1986)
However, INLOGOV. then went on to suggest that 1local
aﬁthorities would not in any case be in a position to
provide all the necessary leisure facilities and services
themselves. Therefore the suggested role for 1local
government is one of providing leadership and creating a
framework for development:

This would involve a very much more outgoing

entrepreneurial, catalytic and interventionist role for
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1986)

It has been suggested that the notion of a ‘'cultural
industries' strategy was more important, within the -GLC,
as an idea rather than as an actual practice.
(F.Bianchini,1987) Not only was the strategy never
developed in the Arts and Recreation Committee (the main
cultural committee), the Cultural Industries Unit was only
a small sub-section within the Greater London Enterprise
Board (GLEB). Moreover, the policies developed by the
Arts and Reccreation committee and its sub-committees were
not integrated with the cultural industries approach as
part of a fully coherent and comprehensive cultural
policy. Instead it could be argued that areas of potential
conflict between these two policy approaches were masked
by the relatively large financial resources of the GLC,
which could allow for different strategies to co-exist
without having to compete or to really consider the
underlying shifts which began to put pressure on the whole
idea of public cultural subsidy. At this early stage,
cgshioned within the GLC budgets, those cultural forms not
included in the definition of cultural industries: the
various 'live' forms or forms that can only exist as a
result of public subsidy, were not yet, as became the case
later in the decade, under pressure to explain their value
and W9rth purely in economic terms.

Bianchini compares the success of the policies of the Arts

and Recreation Committee (ARC) and the cultural industries
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.Committee. He does so in terms of what he describes as a
'social engineering strategy' - that is, in terms of the
attempt to develop a hegemonic rather than a traditional
responsive policy. By this he means a policy in which the
concept of culture 1is based on an expanded notion of
politics which takes into account the variety of different
sites, and locations in society where power is
constituted. He suggests that both the ARC and the
cultural industries strategy operated different
approaches,

aimed @ at endowing some' constituencies with an
independent cultural voice

and argues that the strategy implemented by the ARC had,

a great impact on making London's oppressed minorities
culturally more visible, and created a new climate of
co-operation between 1local Labour politicians and
people already engaged in radical and oppositional
cultural practices often bitterly disillusioned with
Labour Party politics. (F.Bianchini,1986,)

However, he suggests that the strategy had two major
unresolved flaws. Firstly, it did not transform the
coalition of the different groups into a wider ‘'bloc'.
Secondly, it largely failed to reach a wider constituency,
to involve people who have no particular activist
connections. These two flaws he suggests could be largely
resolved by the adoption of a more market-oriented model,
and by the construction of an "alternative market". He
impli®s that the largely untried policy strategy of

engaging with the cultural industries could form the basis

for a more successful policy in the terms he outlines.
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‘It is «clear that proposals for a market-oriented model
equate the cultural industries with popular market
culture.

It is arguable that the GLC...could have addressed -
through stronger cultural industries and sports

policies - the crucial area of the culture of the
white, "respectable" working class, for which - on
Bank's and Tomkins's own admission - "little was

done". (F.Bianchini, 1986,)
However, the GLC cultural industry strategy is ambigious
in its approach towards the market and the commercial
basis of popular culture,
It 1is important to recognise that popular culture is
not always mass culture. Its newest and most dynamic
forms exist at the edge of the commercial world and the
powerfully established structures of the industry often
work to exclude new voices and cultural forms. (GLC,
1984,3)

The GLC pamphlet Altered Images: Towards a Strategy for

Londons Cultural Industries (1984) identifies the -

independent sector as the target for intervention policies
- the small scale publishers, record labels, distributors,
film and video producers and distributors, printers and so
on - who were not owned by ‘large companies. This
ipdependent sector whilst often representing new or
excluded voices and cultural forms cannot be seen as
operating on the same productive relations as those of
multi-national companies. The relation of independent
cultural industries to multinational cultural industries
is cgmplex. Because independent producers work on the
edges of the commercial mass market, their cultural forms

and practices have been contrasted by GLC cultural
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public subsidy. However, it does not mean that they can
then simply be classified as popular culture and therefore
seen as the key to the development of a hegemonic
strategy. The assumption that market culture equals
popular culture, is based on a rather fixed view of the
market and capital's operations. Referring back to
Williams scheme of the relations of cultural production to
the market, the difference between independent producers
and multi-national companies can be suggested as the
difference between two kinds of cépitalist relafions.
Independent - by definition is excluded (although related)
to the corporate conglomerate - and based on earlier forms
of post-artisanal or early form of market professional
economic relations.

There 1is a danger then in conflating the terms ‘'popular'
'market' and 'independent'. However, it is clear (from
Garnham's analysis of cultural industries and specific
accounts such as Frith's (1977) on the music industry)
thét independents perform a vital function for multi-
nationals in generating potential products. It was
precisely at this juncture in the relationship between
independents and multi-nationals that GLC policy was to
intervene. Firstly to encourage the existence of cultural
forms independently from the dictates of multi-nationals,
arid ‘secondly, to strenghten the market processes of
independents in relation to multi-nationals. The question

is whether such a strategy does represent an intervention
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‘in popular culture which might contribute to a significant
shift in political cultural relations; or whether the
strategy represents a transposition of the relations of
subsidy onto cultural forms involving technological means
of production. The mere use of technology (as in video
art) does not constitute the form as a cultural industry,
it must surely depend on the economic system - the
relations of production and consumption - within which it
circulates.

Although it was possible for local government to implement
new strategies at the local level it was, as in the case
of the GLC, always within a context determined by central
government. In his post-election speech (1987) the
present Arts Minister Richard Luce set out government
plans for the next five years, continuing within the
framework of reducing the role of the state and expanding
the scope of private sponsorship. As has occurred in the
political right's discussion of all publicly provided
services, the Minister was caught in the contradictory
position of claiming success for the objective of_reducing
the role of the state while at the same time claiming that
government expenditure on the arts had increased.

The whole basis of state subsidised culture - the social
democratic principles of access, the notion of rights to
high _Culture - has been challenged by government policy,
which precipitated a general emphasis on the economic

potential of culture. Two responses, in some ways
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the directives of government but also working to ensure
its own survival, the Arts Council on behalf of national
cultural policy produced "A Great British Success
Story" (1985), an analysis demonstrating the economic
potential of the Council's major clients in generating
funds chiefly from tourism. On the other hand on behalf of
the local state, some local authorities began to
invegtigate the potential of strategies for tourism and
cultural industries.

The Arts Council's strategy for the 1980s 'The Glory of
the Garden'(1983) followed the government's directive and
enéouraged private patronage and commercial sponsorship.
The Council concentrated on funding the centres of
excellence, devolving resposibility for financing smaller
organisations to the Regional Arts Associations under the
aegis of a policy for regionalism. The development of
major clients included revamping a strategy of directing
local authority resources through a policy of matching
funaing (See Case Study 1.) Matching funding meant that
régional centres of excellence would receive funding only
under the condition that local authorities provide fresh
funds. The result of 'The Glory of the Garden' policy was
to direct funds, and significantly local authority funds,
to prestigious culturalb centres while smaller
organisations and arts groups faced cutbacks.

The context of highlighting the economic value of the arts

- whether in tourism or as providing a focus for city
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‘entre re-development - has forced smaller organisations
o develop explanations of their activity which attempt to
xpress their worth in economic terms. This trend has in
any instances had a detrimental effect on these
rganisations as it does not allow for a positive
ramework for public subsidy, and yet in purely economic
erms these organisations would be unable to present a
uccessful account of themselves. ' Therefore what has been
ost in cultural policy is the potential to make a
ositive case for publicy subsidised culture.

shift in the definition of leisure and tourism also
"llustrates the ways particular terms have been mobilised
‘'n  the 1980s. Tourism has become a dominant category in
he construction by local authorities in Britain and
lsewhere (for example, Holland and West Germany, where
any cities are developing urban tourist strategies), of a
ew role. The definition of both tourism and the tourist
re ‘éhanging. Tourism has been developed as a framework
for an economic regeneration strategy, this in turn has
repercussions for other aspects of local authority policy.
Leisure/for example, is being drawn into a broader tourism
category. Leisure facilities are increasingly seen in the
economic terms of tourism and tourism itself is seen as
the key catalyst for economic regerneration. For example,
the ftaging of the World Student Games in Sheffield is
seen as a way of promoting Sheffield and preparing the

ground for re-generation of the city. Similarly, following
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| ﬁradford model of the National Museum of Photography Film
and Television, a media centre is discussed in
Birmingham's ‘'Action Programme For Tourism' as a tourist
attraction. The idea of 'cultural heritage' forms the
basis not only of new museums but is also a way of
marketing whole cities. The 'tourist' not only includes
visitors from abroad and people from outside the region,
or day-trippers, but increasingly the term applies to a
city's own residents.

Leisure as a term covers a range of meanings. In the
1970s, leisure was. understood, in terms of 1local
government, almost as a form of social policy. However,
severe financial constraints have led to the implicit
construction of a hierarchy of services included under the
broad heading of leisure. The newer priorities are those
which serve the higher aim of regenerating the city, the
focus 1is therefore on the policy directives of tourism-
based leisure. The basic infrastructure of local authority
proﬁision, such as the wupkeep and development of
libraries, can become neqé}ected, invisible in terms of
the new priorities.

In the early 1980s leisure was still part of welfare-
orientated policy for local authorities such as Sheffield
City Council, especially in attempts to provide for the
unemployed. More generally the whole focus of leisure can
be seen as a means of adressing the effects of mass

unemployment. For example, Government urban programme

108




‘grants for leisure projects were much more substantial in
those cities where riots took place in 1981 and 1983. More
recently, the emphasis on leisure as part of city centre
re-development, which as well as the provision of publicly
run leisure facilities, has also included policy for
stimulating economic developments in areas of commodified
culture such as shopping. The INLOGOV paper, “The Future
Role and Organisation of Leisure Services in Local
Government" outlines the policy dilemma for local
government, arising from being caught between a wish to
develop a touristic policy and the need to provide leisure
services for the unemployed and low paid to help counter
the effects of increasing de-industrialisation and cut

backs in the welfare state.

From the 1960s cultural policy has increasingly been
constructed in terms of the aims and objectives of social
policy. It is clear that in the proliferation of wvarious
kinds of policy - leisure, tourism and the range of

'community' prefixes to traditional categories such as

arts and recreation - the notion of culture has both
broken down and become all the more pervasive. 'Culture'’
has lost a sense of an internal definition - its

specificity. The rationale behind cultural policy is often
reduced to the rudimentary but central notion of
encouraging ‘'active' rather than 'passive' involvement.
The movement of cultural policy into social policy -

policies of integration and compensation, the construction
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of social policies wusing vague cultural aims and
objectives, went together with an expansion of social
policy itself.

The early 1980s was a period when the earlier political
dictum of the left to march into the institutions began to
take effect. Local government can in some specific cases
be seen as the institutionalisation of new social
movements which emerged in the 1960s. A natural extension
of the political trajectory that looked to the strategic
use of political institutions would be to look past them
towards the market. The development of strategies for
cultural industries and the concurrent notions of socially
useful production which were developed in the Employment
and Economic Development Departments in the early 1980s,
represents a first turn to the market. This was to
challenge the basis of post-war cultural policy and to
suggest an alternative approach to the market. The more
recent imperatives of city centre redevelopment centred on
cultural facilities as necessary prerequisites for
attracting commercial development and further, for
generating revenue for the city in the form of tourism
perhaps suggests the emergence of a fifth phase of
cultural policy. Certain high cultural forms have to some
extent been incorporated into the market by way of
spon§9rship, advertising and marketing with the proviso
that fhe cultural form retains its status in order to

target a particular social class.
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relation between cultural policy and the institutions of
the local state; and considers the processes and
structures within which cultural policy is formed. The GLC
cultural policy of 1981 - 1986 marked out a model for
cultural policy development in the early to mid-1980s.
However, the GLC was in a fairly unique position. Its
cultural responsibilities were greater and more obvious
than most other Bfitish cities. Its financial resources
were also much more significant, and further, the GLC did
not have responsibility for large areas of provision such
as Housing, Education or even Libraries. For the following
chapter and the case studies Sheffield City Council
provides the main focus for the discussion of local state

cultural policy.
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-Footnotes.

1. For an account of the history of ‘ethnic' arts policy
in Britain and for a detailed account of GLC policy see
K.Owusu Black Arts in Britain Comedia 1986.

2. Lord Redcliffe-Maud Support for the Arts in England and
Wales, Gulbenkian Foundation, 1976. ’

3. Answers to Stuart Hall 'Moving Right' thesis, made in
for eg. New Socialist, May/June 1983, by Doreen Massey,
Lynne Segal and Hilary Wainwright in New Socialist Jan/Feb
1984, who argued that local authorities were making all
the running in the development of a new vision for the
left. :

4. Cynthia Cockburn in The Local State, 1977 argued that
local state services were not "total" gains for the
working class because to the state and capital they are
not "total" losses.
we should not expect to see clear cut gains or losses
for either class, but a jousting for initiative in an
ever developing situation of contradiction (p56)

5. For discussions of local authority intervention see:
Mawson and Miller 'Interventionist Approaches 1In Local
Government: The Experience Of Labour Local Authorities',
from, Critical Issues in Urban Development, Vol.1l, Ed.
Victor A. Hausner, 1986.
M.Rustin, 'Lessons of the London Industrial Strategy', New
Left Review, January 1986 pp75-84.

6. See Bianchini, New Formations 1987.

7. N. Garnham's 'Concepts of Culture' has also been
published in Cultural Studies, Vol. 1. No.l. January 1987,
pp23-37.
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CHAPTER 3

The Local State
Cynthia Cockburn used the term 'local state' in order to
locate the institutions of local government in a broader
political and economic context; put simply, to locate the
local state as part of the capitalist state. In other
words, the 'local state' is an abstract term for sub-
national policy-making and administrative state
organisations. The local state is by definition bound in
with the central state; the nature of the relation between
central and local is obviously crucial for conceptions of
local democracy and for the notion of the relative
autonomy of the local state. It is clear that the 1local
state 1is not a fixed institution with a specific set of
duties, as Cockburn points out,
our local governments don't spring from' some ancient
right of self-government but are, under capitalism and
have always been, an aspect of national government
which is in turn part of the state. (Cockburn,1977:2)
Within this framework the key point that Duncan and
Goodwin stress is that the local state should be not be
conceptualised only by the functions it performs but also
by the way it performs them - the social relations of the
state.
... it is clear that there is no given need for housing
provision, police, social welfare, education or
anything else that is provided or managed locally to be
mixed up in a local electoral system based on universal
" franchise. In many capitalist societies this is not the
case and there has been as much or more capitalist

history (and this includes Britain) without such a
system as with it. (Goodwin & Duncan, 1986:16)
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carried out services to facilitate the general process of
social reproduction. In her analysis she drew on
Miliband's concept of the local state as an arena of
conflict. As such it 1is both an agent for central
government and the site of opposition to it. Cockburn
expressed this dynamic in the following way,
in developments of the local state we should ... not
expect to see clear cut gains or losses for either
class, but a jousting for initiative in an ever
developing situation of contradiction. (Cockburn,
1977:56)
From this perspective, the successive central government
legislation of the last ten years, designed to remove
local services from the control of a 1local electoral
system, can be seen as part of a wider political and
economic struggle. Whereas in the 1960s and early 1970s,
the very notion of local democracy can be argued to have
been part of the contemporary hegemonic project, from 1975
onwards political restructuring has in some ways been
focussed on the local state and has radically altered its
position as a component of a democratic political system;
It is in this context that recent developments of the
local state should be seen.
To explain and analyse the specificities of the 1local
state, Duncan and Goodwin draw on the notion of wunevenly
developed social relations and stress the importance of
spatidal differences. This 1is explored in terms of

distinguishing a spatial division of the state" and

"spatial divisions in civil society". These divisions are
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"in part informed by a parficular sense of the 1locality
summed up by the phraée "imagined communities". They
suggest that it is the existence of spatial differences on
many levels - the state, civil society, and at that of
‘imagined communities' - which in part define the nature

of local state institutions.

Sheffield City Council

The notion of uneven development and of differing social
processes informing local state policies can be employed
to help explain the specificities of Sheffield City
Council's (SCC) political philosophy. This chapter sets
out the organisational structures of SCC, contrasting the
1960s and 1980s, and considers the political and
philosophical arguments underlying recent broad policy
changes. Such an outline will provide the context for SCC
conceptions of cultural policy and illustrate the effects
of institutional practices on cultural provision.

Duncan and Goodwin argque that 1930 - 1970 was the most
successful period of 1local Labour Party control in
Sheffield, a control that depended on,

an informal but well understood division of ‘'labour
movement labour'. (Capital and Class No.27:25)

During this period the City Council concentrated on the
reproductive services of housing, education and welfare,
while® the trade unions were seen to be responsible for
employment issues. In the early 1980s the recession and

mass unemployment- destroyed the position of the fcentral'
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‘'worker, whose collectlve oOrLgaunisatiuii  suw ceeeee e
bedrock upon which the broader labour movement had rested.
In 1971 half the city's working population was employed in
manufacturing industry, now it accounts for less than a
quarter of the remaining jobs in Sheffield. (Unemployment
in Sheffield in 1981 was 18,000, by 1986 it was 46,000
(1).) However, in a simultaneous process there was a
relatively small-scale but significant growth of service
employment and public sector services. These developments
became apparent at a later stage than in most major
British cities, and it is significant, as Duncan and
Goodwin point out, that,
In Sheffield the shift to the left was a slower process
which reflected an alliance between the new left and
the existing left, and it recognised the continuing
importance of the traditional social base as well as
the rise of the new. (Capital & Class No. 27:26)
This alliance in Sheffield was based on the long history
of left administration in the City Council and forméd the
basis for policy development in the Blunkett era 1981-87.
The. legacy of Sheffield's political and municipal culture
was apparent in policy preferences for municipally run
services.
The period from 1930 to 1970 was when the infrastructure
for most contemporary cultural provision was set in place
and consolidated, (although by 1945 the local authority
libraEy network had been in existence for about a

century). Post-war forms of cultural provision included

museums, galleries, swimming pools, parks, and adult
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‘education services. During the 1950s and 60s public
cultural provision included: the use of civic halls for
dances, concerts and restaurants; support for an extensive
range of amateur organisations such as music, poetry,
drama and horticultural associations; and the regular
organisation of fairs, festivals and other local events.
At the same time the local state was also responsible for
the regulation and 1licensing of commercial cultural
activity such as nightclubs, theatres, drinking and
cinemas.

Sheffield City Arts Department was set up relatively late
in 1981 as an attempt to collect together the various
facets of 'cultural' administration within one department.
Previously ‘'arts' had referred only to the administration
of the Galleries. The new Department took over
responsibility for City Council support for the Crucible
Theatre, and the Leadmill Arts Centre. It also runs the
Philharmonic concerts and has developed a civic cinema.
Following the abolition of South Yorkshire County Council
(1956) the Department partially absorbed its grant-aiding
pfdgramme. The Arts Department therefore, has developed as
a result of the gradual reorganisation in the
administration of areas of provision.

During the 1960s and 70s the administration of the art
galleries was seen by both the gallery administrators and
by’ Cduncil Members as an area of council provision that
was largely distinct and separate from mainstream council

policy. This reflected a much wider general conception of
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"the 'arts' as loftier than day to day council work. While
other departments developed and expanded with the changing
role of the local state during the 1960s and 1970s, the
‘Galleries administration remained relatively small and
fixed. It was not until the early 1980s when it became
increasingly anachronistic to maintain different bits of
associated provision in a range of departments not
primarily geared to their development, that the Arts
department evolved via the piecemeal addition of provision
that could be re-designated as 'Arts'. However, despite
the formation of an Arts Department there still remains an
important distinction between the character of Arts
Department policy and general City Council policy based on
the legacy of the separation of arts policy from the more
general Council policies.

The ways in which culture has been the subject of cultural
policy, and is defined by SCC, is indicated by the ways it
has been organisationally divided up into committees and
departments. The 1960s committees of Sheffield City

Council were an apparently haphazard assortment;

CHILDRENS SEWAGE DISPOSAL
CIVIL DEFENCE SOCIAL CARE
CLEANSING & BATHS ' PHILHARMONIC
EDUCATION SPECIAL
ESTABLISHMENT TOWN PLANNING
ESTATES TRANSPORT
FINANCE WATCH
HEALTH WATER
HIGHWAYS PUBLIC WORKS

" HOUSING DEVELOPMENT MARKETS
HOUSING MANAGEMENT PARKS & BURIAL
PARLIAMENTARY & GENERAL PURPOSES LORD MAYOR

LIBRARIES ART GALLERIES & MUSEUMS
(Source: Annual Council Reports, 1960s)
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The division of cultural responsibilities between these
committees was not so much planned as inherited, the
apparently chaotic product of layers of historical policy
responses. Thus, the City Hall dances were organised by
the Estates Committee, while the Parliamentary & General
Purposes Committee dealt with requests from amateur
theatrical organisations for council support (usually
provided by allowing the use of council premises). On the
other hand, the licencing of Sheffield's five theatres and
eleven cinemas was administered by the Watch Committee.
The Libraries, Art Galleries and Museums Committee
programmed film showings, held in the Library. Parks and
Burials were involved with amateur organisations using the
recreation facilities - sports clubs, horticultural and
model boat societies. Cleansing and Baths ran swimming
galas.

Because the Arts responsibilities at this stage referred
almost exclusively to the running of the galleries and
because of the apparent incoherence in the administration
of other kinds of cultural activity, a sense of a unified
cultural policy was absent from early policy structures.
However, although it has to be acknowledged that there was
no explicit attempt to fund the labour movement culturally
and that policy was underdeveloped, a limited argument can
be mgde to suggest that the situétion of underdevelopment
represented an integrated if implicit sense of cultural

policy and provision. In other words, except for the area
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conscious 'arts' policy, other areas of cultural provision
were submerged in other departments and while they were
not particularly identified as ‘cultural' activity or
relevant to a cultural policy, they were strongly
supported as part of municipal life.

The more recent attempt to develop a coherent unified
cultural policy has resulted in a heightened awareness of
definitions oé ‘cultural' activity and has brought some of
the previously 'hidden' cultural activity to light. This
was part of a more general process of rationalisation.
This process has also been part of a general move,
accelerated during the 1970s, towards creating bigger
departments and committees with more wide-ranging policy
briefs. So for example, the older Libraries, Arts and
Museums Committee has been merged with the Recreation
Committee to form a single Leisure Committee.

The ‘recognition of the need for co-ordination between
different departments within the City Council éignalled a
more fundamental general political objective. After the
second Conservative victory in the 1983 General Election,
the attempt to construct a more effective radical
opposition led to the implementation of some of the
practical objectives drawn from the prevailing left local
authority professional view of working for the local
state; the thesis of 'in and against the state'. Alongside
a defence of 1local services this political framework

allowed for a recognition of the way aspects of service
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provision were working to obstruct sections of the
population rather than truly serve their needs. 1In 1983 a
review of Sheffield City Council's organisation concluded
that in the main, Council Departments had been shaped by
operating to implement successive pieces of central
government legislation, rather than developing in direct
response to political, economic and social change (2).

An internal report recommended the implementation of the
programme committee structure, in which the organisation
of policy development was to be foregrounded. The
development of 'policy' was highlighted and the 1970s
notions of ‘'neutral' management were rejected. The
existing Corporate Management Unit was replaced by a
Central Policy Unit, consisting of a broad federation of
smaller wunits responsible for policy development and
monitoring in areas of race equality, policy co-ordination
and research, and the development of urban programme
schemes (in conjunction with central government). By
1986/7 the main committee structures had been reduced to
the.form of eight 'programme committees';

ENVIRONMENT & PLANNING FAMILY & COMMUNITY

SERVICES
LEISURE EMPLOYMENT
HOUSING MUNICIPAL ENTERPRISE
EDUCATION POLICY

Each of these main committees is served by a series of
panels and working parties, which represent both older and

newer policy concerns within the programme committee's

broad area of responsibility. For example, the 1987
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working parties;

Arts and Museums Grant Aid

Anvil Advisor Education and leisure

Music : Sheffield Show

Public Arts Tourism

Visual Arts Burial & Cremations

Labour and Social Leisure Gardens

Libraries & Information Play

Archives Sports development

Multi-cultural Performing and community
arts

However, the rationalisation of City Council functions has
been a slow process. For example, responsibility for the
adminstration of the City Hall, a major cultural venue for
the city, has only very recently been transferred from the
Legal and General Department to the Arts Department.
However, this shift does represent the trend evident since
the 1960s, of trying to re-define and then assimilate
various aspects of 'cultural' provsion in the more culture
or leisure orientated departments.

On the other hand, over the last ten years the general
role’ of the local state has been re-constituted in ways
which have tended to elevate cultural issue and make them
important for a range of departments other than Arts or
Recreation. Thus, Family and Community Services, Planning
and the Employment Department, have become involved with
aspects of cultural policy. This may indicate the way the
local state 1is having to re-constitute a role under a
very broad framework of leisure, as it is one of the few
areas left open to local state intervention. This trend

represents a countervailing pressure to the attempt to
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CCilLatalide  LulLLuLaL puaaly wallldnl Liage  Arts vepartment.
.Thus attempts in the early 1980s to rationalize council
policy in terms of developing an Arts Department have been
to some extent circumvented. This may indicate the
impossibility of a single unified cultural policy, when
the subject area is vast and contradictory; or may
represent the incoherence of policy, reproduced at yet
another level as the local state develops.

The organisational basis of contemporary cultural policy
and provision has therefore been developed in two
apparently opposite directions. Firstly the expansion of
the responsibility of key cultural departments - the Arts
Department - together with the centralisation of policy-
making, indicates the wish to develop a coherent cultural
policy emanating from the Arts Department; and yet the
expansion of the definition of what culture is, and the
increasing foregrounding of cultural activity as part of a
new role for local authorities means that more and more
Council activities, primarily defined in other terms, are
incieasingly involved in questions of cultural provision.
Therefore, while the 'Arts' Department attempts to expand
its brief, other departments' involvement in areas of
cultural activity opens up and broadens the definition of
culture yet further. Paradoxically this has the effect, in
conceptual and policy terms, of limiting the scope of the
'Arts* Department to a more narrowly defined concept of
the arts, thus perpetuating the notion of the 'arts' as a

minority subject.
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‘As the Arts Department is a relatively small and
financiallyvinsignificant department it cannot hope to run
and administer all these other forms of cultural activity,
but it might be argued that a policy recommendation could
suggest that the Arts Department operate as a centralised
policy *“development/research,‘unit working to“.'develop
overall policy and keep abreast of developments across the
-City Council so that cultural policy can be co—ordlnatea
and made coherent There 1s ‘a clear need for a fundamental
re- drawlng of deflnltlons, that at the very least
policy is not arrived at by default.' The need for co-
ordination and some kind of alignment of policy terms
between departments and different areas of council
services is the most frequently raised issue in any policy

debate.

The 1983 Review Commlttee had argued that organlsatlonal
change was only a catalyst-
real 1mprovements in pollcy determlnatlon and service
delivery would only come from new ways of working.

(Review of the Council's Organisation, May 1983:10)

Building From The Bottom (Fabian tract 491, 1983) written

by former Council Leader David Blunkett and the Principle
Strategy Officer for the Central policy Unit, Geoff Green,
sets out the basis for many of the City Council's
developments in the early 1980s, especially in the area of
local“economic policy and refleots the predominant 'in and
against the state' thesis. This thesis Was seen to have

political implications beyond the 1local state; thus
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"Blunkett and Green write,
Our ideas come out of trying to create an
administration which might pre-figure a wider socialist
society. (Blunkett & Green 1983:2)
On a more concrete level, they argued that the policy
making model is crucially affected by the way the role of
the council officer is understood, and stressed that
emploYees _providing a wide range of local state services
should see their role clearly in terms of community
action:
people who work for local authorities have got to he
committed to a new type of politics. They are not
expected +to be members of the Labour Party, but they
should have a commitment not to an isolated individual
but to the community itself. These workers should see
that they are a part of community action, that they are
part of political education with a small 'p'. Then the
whole of our services can be thrown behind the working
people, +the 1local state used as an example of what we
can do as a socialist government at national ' level.
(Blunkett & Green 1983:26)
The developmeﬁt of improved co-ordination and the
rationalisation of politiéal policy—making was thus
developed in conjﬁnction with a countefvailing commitment
to . decentralisation and the devolution of power and
service provision.
The interaction of these two processes can be indicated by
two models of practice: the gfant—aiding of the voluntary
sector and the decentralisation of decision-making.
Historically, grant-aiding and the creation of a Council
funded voluntary sector has been explicitly resisted in

Sheffield on the grounds that it was in some way connected

to the notion of charity which is an anathema to municipal
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socialism. In fact the account given by Duncan and Goodwin
of the division of politics, welfare provision and workers
interests between the local parties, the City Council, and
the trade union movement, suggests that there was no room
for a voluntary sector 1in Sheffield. In 1985 only
approximately 6% of urban programme funds ~ were
administered to‘ voluntary ofganiéations; the rest was
spént on  Council run bproﬁects.  In contfast, Bradford
Council spend half of their urbéh prdgramme funds on
voluntary 6rganisatioﬁs. The GLC also saw grant-aiding as
a cfucial strategy in their ovérall'pfojecﬁ of devoiving
power. The Blunkett era brought in a gradual increase in
the practice of grant-aiding, but its development has been
of 1limited significance in terms of the broader tenets of
Céuncil 'philosophy which is was Stillvdominated by the
idea of ﬁﬁﬁiéibaliéétion‘(3).

In contrast the notion of decentraiisétion haé been much
mo#gysignifiéant and;v uﬁlike grﬁnt;éiding, is éentral tb
the notions of 'bﬁilding from the bbttom' and 'in and
agéinst the state'. 1In geﬁeral terms, decentraliSatioﬁ of
services has meant the breaking up of the larger
bureaucratic structure into smaller units, in the hope of
improving services and making Council Officers more
accessible to the local popuiation. This process has also
been carried out in management terms, by smaller units
formilating their own policy decisions within broad
directives. This process of decentralisation was the basis

for the implementation of various community development
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“schemes, which have been widespread. Almost every Council
Department has a community aspect to it: there are
community education officers, community recreation
workers, community librarians and so on. The phenomenon of
'community development' in this context is the result of
'a: soft radlcallsm Wlthln each of the profe551onal areas,
_comblned w1th the practlce of worklng for the local state.
Its main feature con51sts of detachlng the area of
- prorlslon from a flxed lnstltutlon,f for example, from the
school, the llbrary, the'bsports centre or the hea]th
centre,’1 and attemptlng to reconstruct the nature of that
prov151on in relatlon to the 1dent1f1catlon of the/ needs'
of a partlcular locallty or a partlcular sectlon of the
'local populatlon.b (Community recreatlon is dlscussed }
more detall 1n Case-study 2),

Thé' 1mpetus behlnd decentrallsatlon.was“tobninorovet#the
quallty of counc1l serv1ces,j and toxlmprove the way they
are’ experlenced by the people they serve; vln.otherv words

to, solve “the problems 1dent1f1ed in In and égalnst the

State of the common experlence of Counc1l serv1ces as the
imposition of inflexible regulations. However, these
policies vhave challenged some tradebnnionlpractices,’ and
in some cases have been seen asla waf of devolving the
process ‘of implementatlon of cuts in services and
ekpenditure toAtheldispersed infrastructure and therefore,
R / s o ,
weakenlng the basis of resistance. There is some validity

to this view, when policies for decentralisation are made
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in the wider context of the reduction in the finances
necessary to run services, and the attempt to make the
bureaucracy more responsive does have implications for the
conditions of Council workers; |

The ‘Strategy of decentralisation was a key ~objective in
the;hcore reproductlve serv1ces such”asd hou51ng pollcy.
thusj for example, local Area Hou31ng Offlces were set up
to 1mprove efflclency and accountablllty in deallngs w1th
‘_counc11 house ‘;tenants.d A However, ‘-theh pollcy f_
decentrallsatlon was also taken up in relatlon to cultural,
’prov151on. The publlc llbrary service lmplemented a pollcy
of decentrallsatlonzi each communlty 11brary was glven the
power to select part of 1ts own stock on the grounds that
thls iwould allow 1t to reflect the demands of the local

populat10n.~

Ohe, of the major dlfferences between Sheffleld' pOlle R

and that of the GLC is the 1nterpretatlon of the notlon of ;-

decentrallsatlon.w For the GLC decentrallsatlon led to the
grant-aldlng h of dlfferent ; organlsatlons, ’Xfor{3‘SCC
decentralisation was applled to the hhreaucratlc
structures. Both “these strategles were anb attempt’ to
develop alternative ways. of organlslnc',institutional
power. The ‘question is .whether; this impetus for
organisational change has vsiénificantly altered the
bureaucratic structures of the local state.

The development of a local economic strategy was ‘central
to the SCC's strategy of localv political mobilisatioh.

Local economic. policy is perhaps where the role of the»_
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"local state as Dboth agent of central government and
obstacle to it, has become most obvious.
In any regeneration of the economic and industrial life
of the country, 1local initiatives in themselves will
only play a small part. But they can make a wider
political impact; not only committing people to new
- kinds of work experience but w1nn1ng them over to a
. vision of ‘a very: different kind " of society. . Multi-
national companles dominate our 'natlonal ‘and  local
economies ', and =~ socialism must challenge them by
controlling the 'commanding heights', but to prepare
- the way and sustain positive support from our people we
must avoid structures  which destroy the innovatory
‘process of bulldlng from the bottom. (Blunkett & Green
1 1983:7) _
However, by 1983 the Employment Commlttee and Department-
had been in ex1stence for 2 years and its pollcy of
intervention in the private sector to save jobs was under
severe pressure.. With a budget of £2 5 million, and a
‘staff of less than 50, the Department lacked the flnan01al
resources to carry out any .such pollcy effectlvely. .
Therefore -Employment pollcy turned towards sav1ng and’
creatlng jobs w1th1n the councxl's -own work force.
Central to local economlc strategles as a new dlmen51on of
soc;allst strategy were the notions of 5001ally useful
production and the alternative economy. The principles
drawn from the Lucas Aerospace shop stewards and their
alternative product plan (4), and the work of the
Conference of Socialist Economists, contributed to a broad
argument that the restructuring of the economy should be
achieved in ways consistent with the interests of workers,

whllst prlorltlzlng the usefulness of products and thelr

relatlon to soc1al need. However, the criteria of socially
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useful 1is ambigious and has since been questioned, as
there 1is no systematic way of distinguishing between
different investment decisions simply on the grounds of
social usefulness. (5)

The new eConomic strategies launched by the GLC, the West
Mldlands County Counc11 Sheffleld Leeds, and Blrmlngham
C1ty Counc1ls, ‘in the early 19805 have been followed by a
prollferatlon of economlck 1n1t1at1ves by other local
authormtles. The attempt by local auLhorltles to take some'
respon51b111ty . for developlng the local ;economy -
~1nc1ud1ng 1nterventlon in the supply 51de by creatlng nek
enterprise - led to an 1nterest in the area of cultural

economics/industries. Follow1ng GLEB's research on

London's cultural 1ndustr1es in terms both of employment

and the more general economlc 1mpact of cultural acthlty, L

a number of other local authorltles 1nclud1ng Sheffleldy
Clty Counc1l have begun to research the 1mpact.’of local
cultural 1ndustr1es (6) The comblnatlon of 1nte1est 1n the
local‘ economy 1n the context ‘of massive decllne in
tradltlonal industry, and the gradual recognltlon of the
pervasryness of areas of cultural prov151on by a number of

non-cultural' departments, was»llnked to a very general
notion of 5001ally useful production. These factors
allowed economicv departments to considernbsome of the
aspects ‘of the economics of locai cultural production'and
consumption, In the case of the GLC the llnkage between

the emphasis on soc1ally useful productlon and on co-

operatives 'coalesced -in an investment policy for the
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-independent sector of the cultural industries. In
Sheffield the tradition of municipalisation was re-worked
into the ethos of the new Employment Department and when
combined w1th the aim of developing the public sector led
“to da"con51deration of the muSic industry as ”a p0551ble
‘sitekfor modern municipalisation.’“t | | |

Although the 1nterest shown by Sheffield's Employment and
-‘Economic Development Department (DEED) in the economic
potential of certain cultural activ1ty was acknowledged by
the Arts Department, lt was not in a pos1tion 1n terms of
its own policy priorities (and finances) to‘ take these
ideas up in any Significant way.v At this time (the ’early
1980s) the Arts Department was concerned to develop new
’aspects of work such as grant-aiding and, in line With GLCr'

trends," WaSV interested inv consultation and policy

development In this way, the Department combined notlons -

of 'building’ from the bottom' w1th GLC inflections of
‘involVing outSide groups in policy dec1s1ons. ‘Thus the
Arts vDepartment in conjunction with the ’Labour_'Party
working group on 'Leisure' opened up a proceSs of policy
consultation by setting up a series of policy dayschools.
The 1mplications of policy making procedures and the
consequences of shiftsvin policy emphasis were discussed
at these dayschools, which were held intermittently during
the past three years with Officers, Councillors, Labour

Party’ members and representatives from various arts and

other,organisations taking part.
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Some of the themes underlying policy are indicated in a
collection of papers produced by the Central Policy Unit
in January 1985, following a discussion set up to identify
the key issues ufor a socialist council's arts and
recreation poliéy (7)k The themes emerging in the' papers
reflect the prevalling ideas of 'cultural democracy i that.
had developed in‘ areas of public policy over the last
decade. ’The: arguments revolved around anr attempt to
‘reconCLIediln policy terms the prov151on and .co ex13tence’
of both community arts and ,high cultural forms.; The
central criteria that emerged for assessing cu]tural
vprov151on was whether cultural forms encouraged 'active

rather than pass1ve ' engagement on behalf of the
audience.b The. OppOSltlon set up 1n the 19705, between
vcommunlty arts and more traditional forms was argued to be
a; superflcial one.' It was suggested that community arts
and traditional cultural forms could be' reconc11ed gin
'pollcy ‘rationale ash two different strands of what was
’fundamentally the same policy. Instead the central problem
was argued to be’"people s alienation from the arts".
Community_ arts rwas therefore to be seen as a» form of
approach, a legitimate strategy in a pluralistic cultural
policy; To reinforce this reconciliation the traditional
arts were also to be supported for their ‘active' rather
than 'passive‘(qualities; The definition of participation,
as .a central 'component of.v'active' involvement was
extended to 1nclude a sensory engagement in intellectual

or emotional terms. As p01nted out in Chapter 2, community
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"arts was not based on a radically different conception of
culture from that of the Arts Council, so in this sense it
is accurate to suggest that a false opposition existed.
What emerged from these papers as a consensual position
‘was ‘an.'argument for pollc1es whlch promote excellence'
and )partlclpatlon ‘as two equal and complementary strands
of{ a -unlfled’ strategy;: 'Thls;,p051tlon represents a
superficial"resolntion to the ten51ons apparent ln: the
1o¢sé' 19703 framework of cultural democracy.l However,
-these pollcy dlscu551ons 1argely accepted the deflnltlon
ofbk'culture', as publlcly subsmdlsed cultural prov151on.
The notion of popular culture as mass -medlated cultural
forms framed by. capltal is extraneous to such formulations
of cultural pollcy.;~In fact the 1mp11c1t argumentrln'much
publlc cultural polrcy, espe01ally in the notlon of actlver:
engagement,r is- that 1t is part of 1ts role to counter the,'
influence; of . such mass cultural forms whlch are. seen' to
'impoéefnpaséive' formsﬁrof :receptlon. ~The collaboratlon
between:community arts and traditional arts was tnerefore
based ,on a mutual rejection of, - and dieassociationofrom,
commercial market culture. -

As a-Socialist cultural policy, the idea of collective
subsidised provision in opposition to the market, overlaps
with some of the philosophical Values of the City
Counc}l's broader political project. The use value of City
CounCil,’cultural policy is seen to lie in its potential

for tapping into a sense of the underlying commitment to
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collective values. It thus also ties in with the notion of
'community development', invoked to suggest an alternative
to 'fragmentation ' and 'disintegration'
We have moved into an era of sophisticated technology
in which the fragmentation and disintegration of
‘'society can only be reversed by dev151ng a- collective
response . which shares prosperity and recognises needs
© which must be met as- a communlty. - {Blunkett & Jackson,
‘kl987 216)' o
15' thls broad context the role of cultural pollcy’can“be
seen ‘as one of re- 1nforc1ng values,v‘a backgroundbxpolicy :
,cementlng the cracks in collect1v1ty.’. £y "v‘; |
A dayschool held in 1986 agaln'on the subject of deflnlng
an barts pollcy, was 51gn1f1cant for the wayt the debate
reuolved around a defence of arts fundlng, comblned w1th a
sense that such fundlng had to be made relevant to other
maﬁor Coun01l prlorltles.f The debate obv1ously reflectedr
th’:.cllmatenyof cuts, and the need to defend fund1ngf7“
pollcles, but the terms of the debate also revolved around
~1mpllclt, and at tlmes exp11c1t,‘suggestlons that the Clty"
Counc1l had failed to recognlse the 1mportance of 'arts
prov151on and that the central pollcy problem was how to
'translate' the 1mportance of the arts 1nto terms relevant‘
to the Counc1l For thls reason much stress was placed on
the way arts act1v1t1es could be interpreted as a 'serv1ce
for the unemployed 'The social relevance of the arts was
seen in' the way 1mprovements in the ‘quality of life'
could; work to, counter the effects of’ poverty and
unehplojment. :Suchbv‘arguments are caught up in the

compensation thesis rather than political mobilisation:
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although there is always a sense that consciouness raising
will result from involvement in the arts, the idea of
explicit political mobilisation was absent.

Instead of a sense of cultural policy as a central part of
, theb Clty Counc1l's broad polltlcal progect,_ there was an
-underlylng unease about the nature of Clty Coun011 artse
prov131on- thls 1s a’ deeply 1ngra1ned p051t10n remlnlscent
of the Arts Counc1l, restlng on the v1ew that the local
'authorlty is‘:really the wrong 1nst1tutlon to be deallng
w1th culture. In thlS case, ‘unease came from }two very
dlfferent Asources, flrstly from the dlsapp01ntment that
the_ bureaucracy dldn't appear to apprecrate ex1st1ng
cultural prov151on or the need to 1mprove 1t, a sense that
cultural pollcy 'was very low on the Counc1l' llSt 'of
prlorltles, and secondly, from- a fear that too muche
Coun01l 1nvolvement would actually threaten the nature of
'the cultural forms 'whlch were the sub]ect of Aﬁ' arts
pOllcy' : o _- | , Loy
Thel terms ‘of:theﬁdebatevhléhllght‘avkey:teature of the
history of cultural policy‘formation Which is always to
Start. fromv'a posrtlon that pollcy is a matter of how to
interpret or‘ present ex1st1ng cultural , forms. Thls
explains how the argument that arts provision could be
presentedllas_ a service to the unemployed‘could be made
without eyen .raising thejquestion of how such a policy
woul& serlously be 1mplemented or even consulting 'the
unemployed' The naturev of ‘the cultural form, even in

communlty arts, is almost always pre-given and the
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"argument so often made is that people don't know what they
are missing and if only they did, they would fight to
defend and increase the provision. Such arguments do not
necessarily reflect the Qiews of policy—makers but are
more prevalent amongst practlslng artlsts or. those worhlng'
’1n arts related areas and actlng as pressnre groups.l‘”
Follow1ng the 1986 pollcy day, a further pollcy dlSCUSSlOH r
was - organlsed by the Art Department and the Sheffleld
Councrl for Ra01al Equallty,‘ to develop Black Arts‘
p01101es. The vdebate dealt w1th the fallure of Council
pollcy to‘ deal with the 1ssues of race and cultural
pollcy The debate took place in the context of the lack
of any enlstlng pollcy 1n thls area and therefore\ covered
a | w1de range of 1ssues' 1nclud1ng representatlon, on
de0151on-mak1ng nanels Lo Lhe need for rconsultatlon,ziandi
the lack of any substantlal and cont1nuous~ fundlng for
BlacP Arts progects.v The Arts Department summarlsed thed'
dlscu851on in terms of two major requlrement5° o ‘
“ the need to formulate a clear pollcy in relatlon to
- Black Arts; and ... to 1nvolve the Black community in
its work.
The first’ledvto a code ofkpractice nhich was nrodncednin
the antumn of 1986, with the objectives of: | o
ehcouraginé projects\ which create artiStic
opportunities for black. groups [by] ...developing
outreach work which stimulates the take up of existing
resources ' and  activities through grant-aid and
mainstream provision [and]...by developing publicity
- and communication channels with black communities.

.{Code of practice, Arts Department, August 1986)

The second recommendation led to the temporary appointment
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of a Black Arts Research worker to both examine ways of
improving communications, and develop publicity channels
with the Black community. The debate had been set up to
£ill . an_.obvious’ gap in existing policy and provision.
Howevery subsequent development has hinged on the pOSSible
creation 'of an equal opportunlties post w1thin the Arts
vDepartment h ThlS post has yet to be established The lack
_of Significant integral development of Black Arts polic1e=
wwthin .the Arts, Department reflects the difficulty of
developing ‘any kind of radical'policy w1thin a framework
which is baSically a modified version of the traditional
soc1al democraticl model since such add—on polic1es are
bound ~to be compensatory and marginal Thek policy day
,amounted to,,a- gestural support for' Black ‘Arts, -as~'a
political statement that the Department ‘was' unableVEto“
systematically develop. | | |

A further consultation event held in June 1987 on"Working
For vThe‘ Arts In’ Sheffield' reflected the ,fast- changing '
economic and political context in Whlch cultural\ policy
and prOVlSlon is being developed The emphaSis of debate
WAé”‘én‘ the ways in which the economic potential of arts
activity could be demonstrated and used as an argument for
increased‘support and attention to‘the arts. This was in
line with the direction pointed to by the work of Athe
vGreater' London.Enterprise Board on cultural industries,
bacPed up by studies.uhich demonstrated the ecvpnomic

value of the arts (8) and supported by the directives

given by the Arts Mlnister calling for the reduction of
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‘subsidy and increased economic viability in arts projects.
However, the debate embraced two diverging approaches to
policy and implementation. At the same time as engaging
w1th the debate on the economlc 1mp11cat10ns of cultural
'act1v1ty,'zas case “wasbmade for the dlrect employment of
artlsts by the Clty Counc1l~ a ma551ve development of the
1dea of artlsts 1n-re51dence (9) ) These two llnes of
debate - the.rdemonstratlon of the economic value of the
arts, and the dlrect employment of artlsts by the Councrl
? represent a hlatus between dlfferent hlstor1cal moments
in the“development of cultural pollcy. .’The direct
'employment of significant numbers of artists by‘the local

*state represents, the 1deal of arts as a publlc service,v

N
Y

q whlle s,concern over cultural economlcs reflects"»the'
realltles of cuts in arts fundlng and the dlsappearancerof
a coherent contemporary argument for publlc ub51dy; s he :
coupllng of these two pollcy features in this way nerther
,provrdes a bas1s for a new klnd of publlc' sub51dy nor’
recognises the cultural 1mportance of commercial or
market‘based culture.

The shlfts in pollcy emph351s during the 1980s indicate
the way in which dlcuss1ons of farts' activities have been
moved from a franeworkv of ‘'arts for art's' ,sake;
e(providing access is adequate), to arts as a service, and
fina{}y to a consrderation of the wider cultural
industries. t"As a result of the ﬁarious specificities of

the locality, of "uneven development" to use Duncan and
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Goodwin's term, these broad shifts in policy have worked
through local state cultural policy in different ways and
have resulted in a set of policy objectives specific to
Sheffield ‘In fact 'uneveness' can permeate and be
manlfest w1th1n a 51ng1e 1nst1tut10n in the ways it adapts
Vand develops pollcy.s; (~ ; ;, ‘v - kv ;

:As noted 1n the last chapter, cultural pollcy 1n the 19805
‘h been ,lncrea31ngly '1nformed by a concern w1th re-
asse551ng the notlon of culture and ways of ‘approaching
,popularvrculture-7 and thls has been relnforced by a _more
1ndependent role for local government Thls brlef account
of the organlsatlonal 1nfrastructure of pollcy~mak1ng in
Sheffleld has focussed on the ten31on between centralrsm
and'decentrallsm both in relatlon to natlonal and reglonal
'1nst1tutlons and w1th1n the structures of local government
1tself All these themes p01nt to and manlfest the same
cru01al<~contradlct10n. analysed by Cockburn and 1ater byj
Duncan. and Goodw1n~i the fact that 1ocal government‘
31multaneously a w1ng of the state, charged w1th: the
reproductlon of capitalist social‘ reiations; and,
_potentially at least, an instrument of'popular;resistance.'
Hali's account ofrthe New Right's appropriation of popular
experience begins’ tor indicate the importance cultural

’policy can have in this contradictory relationship. (10)

This * chapter has tried to describe how one socialist
authority has sought, with necessarily ambiguous success,

to develop the strategies for democratisation within a
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‘bureaucracy. There are unanswered questions about how far
Sheffield City Council is anti-bureaucratic and supportive
of popular initiative, and yet the agency of Officers and
Councillors to direct policy and achieve significant,
change. and prov1de a counter-balance to the bureaucratlcs
system‘has to.be acknowleged There have been a number of
confllctlng pressures on the general role of Clty Counc1lv
eultural pollcy._ The organlsatlonal structure has worked,
to restrlct both the deflnltlon of the arts and thereforeh
the:.remlt of the Arts Department At the same" tlme there
has been a commltment to expand the deflnltlon of ~‘arts

to one of cul ure' At a general level there is s fear of
too much Counc1l 1nterventlon and a concurrent - concern‘
about _'the, lack Aof Counc1l support.‘;fTe reveal the 
complex1ty of the relatlonshlps 1nvolved -however,”~it>1s
necessary . to _examlne -1n‘vdeta11h-somev‘ concrete ”;and,
representetivevhf examples iféff’fﬁhé - formulatlonAff‘end;

1mp1ementatlon of cultural pOlle in Sheffleld
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Footnotes.

l. Source: Putting You 1In The Picture Sheffield City
Council 1980-86, published by Central Policy Unit March
1986. By 1981 Sheffleld's unemployment rate had overtaken
the national average.

2. A report by a Policy Review Sub-committee - "Review of
the Council's . Organisation, and ‘Managementf,aMay 1983,
' (CPO/JT) s . v e :

3. Sheffleld Clty Counc11 Pollcy Commlttee, Grant Aid
Pollcy March- 1986 o
‘At present the Counc11 spends roughly:éz mllllon each
year' on grants - to community groups -  and communlty
organlsatlons., ‘This is at least a 200% 1ncrease on the
amount .spéent .5 years ago. There are  no policy
 administrative guidelines for how this money should be
- allocated or its ‘expenditure monitored. (pl) - :

4. The Lucas Aerospace workers' plan, developed in the
1970s, to manufacture heat pumps, which questioned the
social usefulness of much technological production and
challenged the apparent inevitability of unemployment, was
a . powerful symbol of the ideal of socially useful
productlon. See After the Lucas Plan, by Mike Cooley. in
Very Nice Work If You Can Get It ’ ed Collectlve De51gn
Projects, 1985, pp19 26 :

5; M Rustln, New Left Rev1ew, Jan 1986 pp75 84

6. Research developed in cities other than London include 5id

for example Blrmlngham Audlo-Vlsual Industry completed by
Comedla in 1987 i L R

1« Collected papers on -Arts and ‘Recreation - Pollcy,
produced by the Strategy Section, Central Policy Unit,
January 1985. . o o

8 Some of the findings of the Policy Studies Institute on .
the economic importance of the arts to the general Brltlsh
economy began to emerge in the press.

9. At the Dayschool 'Working for the Arts in Sheffield!
held in June 1987, a community artist employed directly by
Glasgow City Council gave an account of his work as an
artist employed by a local authorlty.

10. Hall S. The Great Mov1ng nght Show, The Politics of
Thatcherlsm, 1983, pplo-39.

-
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CHAPTER 4
Case Studies

1l. Public Galleries and The Crucible Theatre.

In the post-war period.the Art Galleries and the Crucible
Theatre represent the Clty Councxl's eXpllClt commltment
to hlgh arts prov151on._ Thls prov1s1on was developed w1th

substantlal amounts of publlc sub51dy and Stlll represents
the bulk of contemporary Art Department expendlture..kThe
purpose of thls case study 1s to 1llustrate the ,relatlonl
of the local state to hlgh art prov151on'i to con51der the
‘1n1t1al reasons for developlng such provrsron and the more
recent attempts to popularlse or ratlonallse 1t w1th1n the

broad pollc1es of a local authorlty

A Short Hlstory of the Gallerles.ﬂffc

. The {fldeaw.ofa publlc or: munlclpal art gallery whlch
emerged in the late nlneteenth century was the result _ofr
the «merglng of a. number of dlfferent s001al practlces;.

Galleriesblnerev derlved and took thelr organlsatlonal
form; from prlvate collectlons (mostly aristocratic),
although ’mun1c1pal art gallerles can be argued to be the
first: 51gn1f1cant publlc art prov151on in thls perlod LIn
,the case of Sheffleld's two Galleries - The Mappln ‘and The
Graves - thev benefactors were local businessmen who in
their = development = of semi-public .roles had close
associations 'withtthevcity Corporation. The Corporation
itself had aspirations to offer educational opportunities

for (and therefore to ‘in some way construct) the citizen.
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For example, in 1887, John Newton Mappin begueathed his
private collection to a group of trustees and provided
funds to build a gallery,

-which - should  be open to the public in perpetuity
w1thout any charge. (1)

Thef Corporatlon made a s1te 1n a park avallable to bulldvn
”ﬁaf home of art"iy The role of the Clty Corporatlon as the
prov1der of 51tes 1nd1cates that the long term role of the
';local state - that of prov1d1ng 1nfrastructura] serv1ces--v
hwas]'clearly ‘apparent 1n the early' hlstory of culturali
prov151on.-‘The general regulatlon and admlnlstratlon'yof
areas‘ of collectlve serv1ce was also therefore appllcable
to cultural prov1s1on. The s1te for the gallery was chosen
on the ba51s of 1ts 'sultablllty as a settlng for art,
'f_a rlchly wooded park kept away from the chlef source of‘
.grime ‘and smoke,,yet,w1th1n_easy reach of the multitude
of - thedpopulation; it offers a source ~of attraction
~ that' .is most thoroughly:appreciated. (Elijathowarth,_
~ first keeper of the Mappln, 1894 (2)) o :
Thei'ldea that palntlngs'should be seen 1n fai partlcular
’ context was also 1mportant to thelr constructlon as ;worhs
of art. .
. on enterlng the central gallery the v181tor feels at
-once  its chaste and appropriate decorations . and - its-
admirable.«proportions giving the true temper for a
proper - inspection  of the art treasures -which ‘it
contalns. (Elljah Howarth) .
Local state gallery prov151on in the late nineteenth
century can thus be understood as part of a perspectlve on
cultural prov151on that llnked parklands, libraries and

-prestlglous bulldlngs, (usually llbrarles,;=galleries,for

mun1c1pal bulldlngs) to form part of a civic 1dent1ty.
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Two of the key themes that have recurred in discussions of
publicly subsidised cultural provision can be seen to have
been present at its inception. The number of visitors to
the Mappin gallery in 1894 was estimated by the first
Keeper = of ;the‘aGallery ‘to be more . than the entire
| population'Aof;Sheffield;E The argument that followed the‘
attendancef claimfiwasd that the publlcv spendlnge_on;'the:
gallery’could, 1f necessary,  be: justlfled on- .attendance
.numbersi alone.“ However, there was a further hlnt behlndj
,the optlmlsm that the total number of v151tors actually
rncluded athe.,entlre populatlon' of‘;Sheffleld,f spendlng
could thereforei_be justifed on the grounds that the
gallery -was 'supported-,by “all_ the_~social: classes ln

Sheffield and that there was. . a consensus of support for

such cultural prov1s1on.d However,_as 1n later dlscus51ons o

of audlences; and attendance, the 1ssue was shrouded Jin

optlmlstlc justlflcatlons after the event In other words,_,'

‘the_ questlons of audlence needs are always subsumed 1n -a
series of assumptlons,. whlch,‘ if attendance is good, are
conflrmed,v but, if attendance4 is poor, -are rarely
.challenged, ‘and-a number of other,factorSvarercalled upon
’to»acCountrfor a“failure1to.attract'audiences.»'The second
concern of public-cultural provision which_was~visible at
this stage was the need to justify the cost of public
support of. the gallery to the ratepayer:

Th "gallery is one of the institutions which the hard

pressed and long sufferlng rate payer never grumbles

~about, - but . of which he is quite properly proud. (E.
~Howarth)
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The argument was that the ratepayer as a citizen would
benefit from a share in the status the gallery brought to
the city. The early hlstory of the gallery thus reveals
the complex hlstorlcal and cultural legacy of many of the
_ plater arguments used to 1n1t1ate and legltlmate forms of
_‘unlversal' prov1s1on. R | | R -
"The“nature of the late nlneteenth century bourge0151e and
1n‘\part1cular thelr adoptlon of certaln arlstocratlc
,fpractlcesv meant that aspects of the system of patronage
}were ‘retalned and transmuted w1th1n mun1c1pal prov151on.
Thus 1t is clear that cultural prov151on was often seen as
s an 1mportant part of the development of civic prlde, :a
process that 1nev1tab1y reflected favourably on the publlc
flgures 1nvolved The llnk between cultural prov151on and
civic roles is clear.a For example,- the flrst chalrman of
the» Commlttee _of the Gallery 1n 1887 was Aldermanr W H..f
Brlttaln who had also reld the offlces of Master Cutler;
and Mayor of Sheffleld | The settlng up of the: gallerles
reveals the close assoc1at10n between the rolek of the
publ;c benefactor and the terms of vpubllc cultural
provi51on, (an assoc1atlon whlch was later ev1dent in the
establlshment of the theatre) B J.G; Gravesvbwas a
successful Sheffield bu51nessman and aldermani who, in
1937, prov1ded money, ffor a new public galleryv - The
Graves ‘Gallery,_ to house his own collection. He also
prov1ded funds to extend and rebulld parts of the Mappln

gallery.” J. G Graves prlmary alm was to eXhlblt his own
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collection which he described in a letter to the Lord

Major as,
a well chosen collection which may interest and
influence a wider public, and be readily accesible to
Art students and scholars of the city as well as to
business men and women - and workers generally. (Janet
Barnes, 1984) - L
~In thls way he succeeded and replaced Mappln as- the majorfﬂ
cultural benefactor of the crty. ' '
g, G Graves'ﬂ objectlves comblned the role of benefactor
rr’w1th the mun1c1pal phllosophy of self 1mprovement.r:”or
kexample,. the gallery was kept open untll 9 00pm to allo“
'access to people out51de usual worklng hours.; Although
from 1937 the Graves and the Mappln nave been admlnlsterec
together ‘as Sheffleld Clty Art Gallerles, J. G Graves was

concerned that the gallery should take an actlve role "n

'art educatlon and encouraged a scheme whereby Sheffleldg

schools' could v151t the gallery and follow a gulded tour e

‘conducted by the Gallery Dlrector.l Thls was seen as ran

1mportant part of the dlrector s ]Ob and was wrltten 1nt0'fdeﬁ

~succe531ve contracts. The 1ntroductlon of publlc gallerleS-
therefore took place ln Ah‘ 1deolog1cal framework of
'1mprovement‘ ; the Graves Gallery s- llnked to the
lerary, they Mappln to Parks and therefore to the notlonh
of re- creatron.r Thls framework was also one that allowed
public figures to express cultural, ‘civic and economic
'capital' | “ .. | |

Thls‘ framework remalned more or less in place nntil' the
19605 and 70s when pollcy developments drew,“ directly and

'1nd1rectly, on w1der contemporary debates. The comments on
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the Mappin collection made by the director of galleries
during the 1970s indicate the beginning of a shift from
benefactor, ostensibly sharing his collection with the
local populatlon, to the development of the cultural
profe551onal and objectlve assessment:

.K:The Mappln collectlon] reflectedethe]tastes‘of a”well'vv
©-to do:business man.of the:latter half' of the nineteenth
- ‘century and < was 1thout - doubt _typlcal in- its
-fldlosyncrac1es . and surprlses.~ Though "it. is -easy to
criticise the imbalance of view which, whllev.ignoring
~..“Whistler, :Rossetti, . Watts ~and Burne Jones, - .acquired.
~~ eleven works by Lazlett,  .J. Pott ~and John Pettle,v
“‘nevertheless . the. presence. in . the . collection “of
-Landseer's superb 'Chevy Chase' along with first rate
. ‘examples by Maclise, David Roberts, Firth and other
little masters of the century did much to raise the
-standard to a serious level.  (Frank.  Constantine in

- '"Quality of Sheffield' September 1970, Vol.17,No.9:18)
This;indicatesfthe.tension that arosedonce the‘gallery was
longer 31mp1y 'seen-as a: glft of a. benefactor but as . a
serlous = publlc fac1llty.;- ThlS ten51on was : already’
beglnnlng to be felt durlng the 505,;,1n~thewclashes wh1ch
i‘occurred between TG, Graves and John Rothensteln the :
f;rst-“ dlrector of the Graves.',’For'» example,- when
Rothenstein:»attempted: to’-redress .what he saw:vashtthe
neglect of - twentieth ~century . 'palnters,vv .Graves ' was
concerned that ‘not enough of hlS own collectlon‘ was .on
dlsplay.j However, . the. early dlrectors, who saw . themselves
in some sense ' as- professional patrons,  ‘incorporated
aspects of the role of the benefactor whilst at the same
time (or wunder the guise of) attempting to develop a

notion ‘of objectivity in terms of the need to rectify

omissions or improve the existing collection.
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Although the galleries were administered as a distinct
aspect of Council provision and were in the main
unaffected by the detail of changes in Council policy
direction, their role can be seen to have been influenced,
in - very general ways, by the broad sweep of Council

‘policy.l .During. thé“'?Os, ‘a series of low-key educatlonal

act1v1t1es were developed whlch were:- thought to compLiment
gallery g01ng.. These 1ncluded Saturday mornlng groups for
chlldren, varlous 1adult educatlon classes and lectures-'

.and the prov151on of a plcture lendlng llbrary, desrgned .

1

to:-

allow people to experiment with their taste rather than
" to conflrm 1t in a limited apprec1atlon. (ibid)

Under the : dlrectorshlp of Frank “ Constantlne _ the

collectlons were further expanded However,_the collectlng
pOllCY was Stlll determlned by an understandlng of the .

1nternal dynamlcs of the collectlons and addltlonS' were R

vchosen on the grounds that Lhey lmproved the coherence of
4the ex1st1ng collectlon.ii >> v | |

ln‘ 1981 the Arts Department was formed Thls meant that
gallerles were admlnlstered in the context of a broader
.pollcy forfpcultural prov151on. ‘It also‘is1gnalled the
beglnnrngs of a unlflcatlon of approaches to publlcl arts
policies, through the creation of profe551onal or semi-
profe551onal arts posts'b vArts Co-ordinator, Outreach
‘Worker, Tourlng Exhlbltlon Worker, Grant-ald Offlcer and
Education Offlcer. The development of a new stratum of

employeesf‘whowhoperated"at the interface between the
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'community' and local government in the area of cultural
activity, reflects the wider developments in local state
practice which Cockburn, in her critique of the notion of
community development, argued were central to the very
functlonlng of the local state in the 19705.

Jullan =Spa1d1ng, :«prev1ouslyura ;Keeper of- the Mappln
'fGallery,f wash‘appointed‘as;the‘first‘Director‘offthe%Arts
bDepartments.; An underlylng theme of hlS dlrectorshlp was

7the contemporary notlon of demystlflcatlon. To 'demystlfy

was ‘an 1mportant 1dea for communlty arts approaches whlch _

1

were developed durlng the 703 1n an attempt to democratlse
cultural. practlces. :~However, ‘as’ 'ln “other historical
moments which saw thejemergence of particular ~influences
on; cuitnralr:policy,f f?demystificationfi'operated as - a
touChstones'mord and encompassed {a range of;,Soften
: contradlctory 1deas. It has been suggested that,
~commun1ty ;f arts- hang between T alternatlve»’ﬁyand
oppositional practlce and ‘test the simplicity of:: the
~dichotomy;, connectlng ‘both. . with: attempts -at. more
sophisticated modes of ‘control and with more democratlc
and part1c1patory models.k(Hall et al -197¢ 245)
The 1ocal state ls also pos1tloned at the heart of thlS
dlchotomy and reproduces 1t The attempt both Lo supervrse
cultural act1v1ty and to moblllse new,t more democratlc‘
cultural practlces 1nd1cate the way cultural | pollcy
refiects the”key contradictions of the local state. For
Jullan Spaldlng the objectlve of more part101patory models
was‘ to posrtlon 'art‘ as an 1ntegral part of everyday

life: "Art should be no more remote from the worklng man

than a stroll to the corner shop " (26.7.82.Star)
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The aim of demystification - to break down the ililusory
mystique of cultural production, and to reveal its
operations and processes and thus open it up and make it
more understandable - was approached via the introduction
bf schemes such asfartistéin-residence.f These were first
intrbdudea ~within thé gallefiés;f‘and later'in'icommunity-
centfes énd Hbﬁéingvestateéjés‘géliérieé we:é increaéingly‘
ﬁﬁouéﬁﬁ’;df;és toéfiéafe'ian énVitoﬁmentﬂforvthe_;purpbses
'oﬁ 5qqh $chemé§;ijn:the;ﬁain ﬁow¢v§rj;@£heﬁgaileriégvmoré
, of léss main£ained:their trédit}bnélueXhibitibns*poiicies.‘
The - aims .of addiﬁiogél actiﬁities‘wefe‘to ’help'.preparé
people for art. The gallery-exhibitidnsrwererstill, on the
whole, = organised in relation to the internal dyhamics of
the = 'arts world' with:the;objective ofjbringingithew best
to Sheffield; As:the Fihanéial TimesTchmehted;f~; F  

 'Thexéi£y Art“Gélléties;afé'thehsé1Véé:ﬁhe modei;6f1what.

civic art galleries should be under Frank
- Constantine... : ‘and ' now' under.. Julian Spalding...
~conspicuously energetic in their exhibition policy

. initiating -important ' projects whenever possible and

+ always trying to keep their collection alive and

. growing. They enjoy a national reputation that does the

city enormous credit. (F.T. 22.11.83,) :
Admittedlyn~the objective of'demdgratisation*begah- fo' be
developed with the.impiehentationfof_'out-réaéh schemes',
but thislproéésékwas alWaYSAtiedvin'with and subordinated
.tO“thevtraditional strategy of improving and expanding the
collection. Thus the pride, prestigé and credit which the
galleries may give the city is still an important element
iﬁ-thié’kind'of cultural provision. - |

The local state is an institution . which combines
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professional expertise with the process of administering
public services. However, this process is often perceived
as the merging of two separate sets of interests, for
example the world of the arts and the world of the local

authority. In the.case of the‘artsg the politicians; of

Sheffield City: Councrl were" much more 11kely to accept thev

word.of;theeexpert, than ‘they would in areas whlch had a
more obtioueioolitical’relevance.:‘ |

Personnel app01ntment vwaS'a“first:staéeﬂingéeyeloﬁingoqa
ﬁ’t' Arts Departmentx,With_{a' Wider;hbrieffﬁfthanvf~the
admlnlstratlon*‘oflthe”galleries; Thefsecond director' of
the ;Arts.-Department;"appointed,in 1984,.. was chosen - in
particnlar *for.his erpertise in areas of the -arts tother
than gallerles.’ Slmllarly, the app01ntment of. the Keeper
of the Mappln was made partly on: the ba51s that he- had

‘experlence of- what was seen as. the more acce351ble street—

wise: pOllCleS of the 'Thlrd Eye Centre'vébav contemporary

karts centre 1n Glasgow, and would apply them to the

Mappln.v'

The’ lnfluences on nrogrammlng pollcy for exhlbltlons have
been ‘complex, o 1nclud1ng conventlonal conceptlons“ of
quality embodled in the notlon of 'the great tradltlon'-
community arts; developments in thevsphere of contemporary
arts practice and exhibition; relevance to the locality;
broad features of the City Council policy; some themes
taken from the,!newirpolitics of the new social'movements;

and a general commitment to attracting wider audiences to
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the galleries. In addition, policy making is obviously
also influenced by more pragmatic considerations: the
obligation to operate within the limits of +the existing
collections - thus the permanent collection can, to some
extent, dictate the content of exhibitjons; and within
- financial . constralnts - the admlnlstratlve resources of
‘the VArts Department have not been 1ncreased 1n proportlon
_to the 1ncrease in 1ts act1v1t1es. |
Both th Mappln Jand Graves collectlons ‘1Were of
predomlnantly Brltlsh work 1nd1cat1ng thelr benefactors
concern with Brlt;sh culturemand herltage.-:Thls’vconcern
was not manifested in terms of ‘'preservation', as occurred
in the 1mmed1ate post-war pollcy,»”rather the concern  was
w1th the: right to cultural 1nher1tance and knowledge ~of
contemporary developments.,;.Itutwas~sarguedxathat gthese"
concerns.-shouldrzbe.,reflected _in a modern:ffﬁunicipaf‘
gallery: ~
" justi as Mappin, . Graves,v,and other collectors involved
themselves: with the art of their day - so galleries
- today --have a duty to introduce:the art: of their day to
their publics. They have a duty to integrate the art of
their day with the art of the past represented in their
collections. Moreover they, as institutions functioning
s - part of the. community, have a duty to sustain the
artistic 1life of the community by involving itself in
- the work of their artists. - (Mike Tooby, ‘Keeper of the
Mappln, Artlsts Newsletter 1984) '
As Mlke Tooby suggests, one of the prlnc1pal aims of
current exhlbltlon programmlng pOlle in the late 1980s is
to ' develop a llnh between the exhlbltlon and

Sheffleld elther 1n terms of the artlsts exhlblted or in

the‘ subject of the exhlbltlon. Ind1v1dual artlsts
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proposing to exhibit in the galleries are asked to design
an aspect of the exhibition in a way that indicates a
relevance to Sheffield. The emphasis on Sheffield is part
of a more recent policy approach to suggest a local rather
than_ national identity for the. galleries. .(A 51milar
impulse 'can be seen 1n the recent construction of a local'
'identity for the Cruc1ble Theatre ) o )

fHowever, the theme of 'Sheffield' 4 of locallty and thus,
,of local people,‘ 1s only one of a number of ‘soc1al 'and )

cultural issues the current exhibition programme attempts
»'toﬁiralse, Other themes prioritised 1n thlS way include:
women s work in Visual arts,: historical subjects seen as
under—represented or bypassed »and particular developments
iﬁ; art forms,, for example, ‘1n sculpture or photography.
'Rather than Simply reproduc1ng received notions of quality
'and standards,lkit 1s clear that the programming policy of
the‘ galleries is attempting to construct a. different _sét
of criteria., In thls way the exhibition programmers f;éé
‘vthemselves’ as: cr0551ng and linking the two -separate
spheres.g the politics of local authority prov1s10n on the
one hand and the developments of the arts world, on the
Other':‘,.im_ . - e
However, ,the generation of art worklin Sheffield:andv its
relation to  the galleries can be a ucomplex and
contradictory process. For example, the pieces of work
produced from re51denc1es based in hous1ng estates are

often exhiblted in the galleries. This move from re31dency

to gallery, which means that the exhibition of work
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separates it from the production processes and context,
can have a number of contradictory consequences. On the
one hand, it can serve to demonstrate to the residents
where the work took place,v that what was produced can be
:con51dered ashr'art'. and thus deserves to be _in the“v
gallery. On the other hand the exhlbltlon may result 1n
the work haV1ng an audlence qu1te~ separate -from those
_1nvolved or assoc1ated w1th 1ts productlon.‘ Thls suggests
that the~ nature of the processes of productlon ‘and
~exh1b1tlon. | themselves ‘can ; produce o dlstlnct | héné
contradlctorv effects from the‘same pollcy dlrectlves; It
further suggests that pollcy—makers need to begln to
explore the 1mp11catlons of thelr dec151ons for dlfferent
moments w1th1n thls productlon and consumptlon cyclen

’The role of the curator of the gallery 1s descrlbed as one
of an enabler . ThlS 1ncorporates aspects of the notlon
oflt'anlmataer' Y‘Lthe~,cata1yst fac111tat1ng Z_reactlon
between art andApeople.i Some of the 1mpulses orrcommunlty
arts 4can therefore be seen to have percolated up to
1nfluence‘the work of 1nst1tutlons such as art gallerles.
As7}an r'enabler': ‘in *the refusal of ja._stralghtforward
posltron as artslbexpert, the curator 1s walklng a ‘fine
llne between not wantlng to overly dlrect an audlence and
re31st1ng what are seen as the aesthetic »limitations of
the ex15t1ng taste of the audlenct. The contradlctlons in
the terms of such programmlng and the dlfference between,

as the Cruc1b1e dlrector.ln 1975 put it in a similar
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debate surrounding theatre, "what an audience thinks they
want and what contemporary writers want to write about”
suggests that there are problems with any attempt to
democratise culture within an ideology that places

pr1v1leged status on the creatlve artlst as the source of

rcultural value and a secondary status on the audlence.vThe
'potentlal confllct between the :1nterests of cultural
Uproduc ers and cultural consumers presents a"partlcularlyl
marked contradlctlon for mun1c1pal prov1ders,';s1nce local,

"authorltles' as’ilnstltutlons ;agé; overwhelmlngly geared

towards 'consumers ”iﬁ' the terms of provrslon of publlc
services, whereas the hlstory of natlonal cultural pollcy
has largely focussed on cultural productlon.

However, w1th1n thls broad framework the Arts Department

is currently lnb the process of attemptlng to :openv upv

' pollcy—maklng and consultatlon by developlng a serles‘tof“
adv1sory panels, based on generlc forms ’--dance,‘ drama,f
v1sua1 arts, wrltlng/ communlcatlons,f fllm/ photography/fﬁ
v1deo,, and multl—cultural ‘ The adv1sory panel forv the
v1sual arts is made up of representatlves from varlousd
16531’ organlsatlons,' 1nclud1ng Yorkshlre Arts 'adv1sors,
representatlves from..the Sheffleld Councrl for; Rac1al

Equallty, members from the Natlonal Artlsts Assoc1at10n,‘

1ndependent studlos and the Sheffleld Soc1ety for the
Encouragement of Art. The 1ntentlon behlnd the_,formatlon
of such adv1sory groups was to brlng a range of interests
to bear on pollcy | development and .to' consult

representatlves‘ inf the City. However, the notion of
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representation is inevitably based on the involvement of
existing interest groups and not new audience
constituencies.
The way in which exhibition programmers have'attempted to
deal w1th contemporary work and the assoc1ated ‘cultural'
’debates can~ be 1llustrated by the pollcy dls;cusdons
,surroundlng two exhlbltlons. the ‘Flve Years:of The ‘Face'
‘(1985), and 'Into the Open‘(1984),‘ an exhlbltlon of "new
: paintings;waprlnt5'~and sculptures by contemporary black
.artists" (exhlbltlon publlclty) ‘:'Flve Years of- the Face
V(a’rtourlng 'exhlbltlon of. photography from the maga21ne
'The Face') was seen by»the programmers as an 'opportunity
to'"draw a new young audlence to the gallery,' it’was to
serVe’ as an 1ntroductlon, or more accurately as a balt,
for .other art work ina—the- ~gallery;r~-Desplte;‘dits
justlflcatlon “on these grounds as-a. good 'taster’iﬂfor-
youth a debate took place amongst pollcy makers about‘the'
1mp11cat10ns such an exhlbltlon had for the role of publlc
gallerles. The debate concentrated;onravdlscuss1on:of the
various  forms: ofyconsumerist~ekploitatlon which ‘it.’was
‘felt the exhlbltlon was - based on.: Flrstly, as-a commerc1a1
enterprlse the maga21ne 1tself was ‘seen to be‘rexp101t1ng
youngv'people;~ secondly, -the-jphotography was .seen: as
exploiting and debasing‘artisticvgenres in the same way as
advertisinglhas been seen to have done. Finally, it was
seen as exploitative hecause it Was'masquerading as art,

falsely attributing itself value. The gallery was left in
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a problematic position as regards contemporary culture,
especially consumer culture; as one officer commented,

...there is a problem with modern culture, some of it
is just style. (3)

The dec151on to hold the exhlbltlon was defended in terms
‘ of a role for publlc'gallerles in crltlcal presentatlon of
dwork f not necessarlly endor51ng exhlbltlonS' but' rather
operatlng 1as an 1nter-act1ve space The main lssue at
ystake. here forb programme makers was.the. deflnltlon ‘of
“'art" used. The objectlons were not so much dlrectedcﬁat‘
'thef fact that ’The Face' maga21neifis' proflt—maklng \in
itself» but that the exhlbltlon promoted an 1deologyr of
cohsumerlsm. Nevertheless thls gave way 1n the end to the
tactlcal deClSlon to use the exhlbltlon to draw audlences

~w1th the ~exp11c1t hope that they mlght then become

lnterested in other art work. That thls tactlcal use could o

also be seen as 'exp101tat1ve was apparently unthlnkable
.s1nce these partlcular means justlfled the ends.tdf_ -

Thls debate hlghllghts the emphas1s placed by pOllCY
makers _on qulte tradltlonal notlons of the way works of
art should be recelved on the~ 1nd1v1dual experlence' of
art,‘ on the way in whlch “the 1nd1v1dual v1ewe1“connects
w1th'1nd1v1dual artlsts""and on a bellef of the need for"
the 1nd1v1dual to come to meet the artlst s 1ntent10n."
The threat of 'The Face' exhlbltlon lay in the way it was
seen' to 'challenge values ‘assoc1ated w1th the = visual
experlence of art. Descrlbed as a one—dimensional, self;

conscious pretence'at sophistication, 'indistinguishable
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from advertising, it was believed to 'cheapen' artistic
experience. From this perspective the public gallery's
role was seen to have been compromised, caught in the trap
of trying to draw a wider audience while at the same time
providing and sustaining particular definitions of
cultural ?aiue.

The 'Into ‘the Open' exhibition was a ‘reiafiveiy.:eariy’
example of programmlng practlce ’emeréing-:frem ’debetes
concerned w1th the exhlbltlon of black arts. The tirle
'Inte.the Open 1nd1cated the 1ntent10n of exhlbltlng work
bykbieck artiets, 1ncrea51ng the awareness of black arts,
and the role of the gallery in presentlng and making the
public aware of contemporary developments in practice and
ideas. The exhibitioﬁ was described in publicity material
as the first 'major.esurvey by a municipal gallery of
contemporaryrwbrk by'black artists in Britaih;"Sheffield
Arts Department -initiated the exhibitien: which"_wes
organisedvby'the-artists>Pogus Caesar'and‘Lubaina'Humid;>
The exhibition was seen by Sheffield Arts Department to
.contribute to the debate about how to exhibit black art,
how to make black art visible, in the context of the 'art
gallery' :as° a white institution andAthe history of the
exclusion of the work of blaek artists from the 'arts
world'. Furthermore the developments in the 1980s
attempted to break free from the characterisation of black
arts only in terms of 'ethnic arts', a policy rooted in
1970s objectives of achieving harmonisation through the

recognition of different communities as culturally
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separate. These Ethnic arts policies have subsequently
been argued to be restrictive, with the recognition not
only of the limits enforced by a pre-determination of the
sphere in which black artists may work, but also that
ethnic arts was not 51mply a strand in a plurality of
equallv valued arts pollc1es,v but flxed in a.hierarchical
relation‘to the dominant cultural values which.were not in
any way reconceptualised in relation to black arts. In an
attempt to transcend. these pltfalls Pogus .Caesar states in
the introduction of 'Into The Open', that .

the only thread that runs throughout the exhibition is
that all the artists are black. (p2)

The exhibition was in part conceived of as a contribution
to ba process of maklng black arts more v151b1e .on the
ba51s<of collectlve representatlon. It was not 1ntended as
a flxed pollcy Whlch llke the ethnlc arts pollc1es, would
work to marglnallse the work of black artlsts. However, in
order to, make such a contrlbutlon the exhlbltlon 1should
have been used as a startlng point from whlch tod develop
further4 strategies for recognisingmahd makin§ black arts
more visible)‘ and as a p01nt from whlch to re-
cohceptualise“ the core pollc1es whlch 1nform the work of
the galleries, rather than standlng as a one off event.

The Arts Department see the development of policies
relating to black arts in terms of the need for improved
publicity aud communications with black communities, and
in terms of the lmolementation of eoual opportunities

policies.
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the department does not have a coherent, thought-out
and fully applied equal opportunities policy, but we
are conscious of the need for one. There is a strong
awareness that the ethnic arts have different
applications and levels of appropriateness to western
forms... There is a need to research and have a clear
idea of the different communities and then adjust the
overall provision.to accommodate this. It is important
not to "bolt on" extra programmes but to programme from
within. : (Director of Arts, - Report of the Black Arts
Day, July 1986:4)
This statement combines a sense of .the difference of
ethnlc arts and the 1nappropr1ateness of ex1st1ng pollcy
frameworks w1th a recognltlon of the need to programme
from w1th1n. Thus the 1mpllcatlon is that there 1s a need
forha radioal, but as yet unspecified, transformation of
policy, a task apparently so large it has not vet begun.
What both these exhibitions seem to poiht to is the fact
that unless received notions of artistiC~‘exceiience‘ and
quallty “are ’cohfrontea head bn;‘* pollc1es of
democratlsatlon are llkely to be at best unsuccessful at
worst to marglnallse non-off1c1al culture by partlal
1ncorporatlon, JThe problem of the role Vof the white
institution is_recognlsed by the current Dlrector of Arts
in his reference to avoiding 'westernising' black arts.
What is not acknowledged in his remarks is that a p051t1ve
role for the gallery might be to present exhibitions that
allow a questioning of the canonisation of the values of
'‘official' art. In a similar way, the 'The Face'
exhibition, rather than being perceived as a bait for

'real' Art, might more'valuably have been’seen as a way of

using commercial art and the popular style of youth
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subcultures 'as a lever to open up received perceptions of
cultural value.
The actions of the Arts Council have generally confirmed a
reluctance to challenge received definitions and practices.
The Arts Council's 'Glory of the Garden' policy, designed
to further the development of the_arts in the regions, was
to have - included SCC galieries. - The proposals - for
development fell into two areas: first, an expanded
exhibitiopjand activities programme and, second, two new
'pOSts*‘ferwarts aSsistants, ‘one forteach gailery; Their
primary’;rele was to’prepide a* contact poipt”betﬁeen the
public and the gallery and to develop new user groups for
the galleries through educational activities. Sheffield's
gallerles are seen by the Arts Council as leaders in the
partlcular fields\ it w1shes to see developed _ih‘ other
gallerles. ﬁefore the 1ntroduct10n of the Glory of the
Gardeh strategy the Arts Coun01l s’ reglonal fundlng
pollcles were malnly dlrected towards one—off exhlbltlons
or catalogues,, the fundlng for educatlonal act1v1ty and
the creation of new posts represents a'ehange in policy
This change indicates an attempt by the Arts Council to
intervene in the reglons,' to make use' of ‘munlclpal
gaileries; | | . |
Glory of the Garden Policy represents a shift in
direction of the Arts Council making for greater use of
this country's extensive existing network of municipal
galleries. This development will help restore
contemporary art to its iightfull place within the
country's galleries. (Arts Council, 1984:14) -

However, a condition for gqualifying for extra funding
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under the new strategy is that local authorities nave to
provide new matching funds, (and not simply money re-
directed from another area of gallery work). The proposal
thus indicates the general way in which the Arts Council
can manipulate the direction in which galleries may
develop.

The - role assigned to education has  remained almost
unaltered throughoutfthe Art Council's history:

.]in; addition . to making the Arts more accessible in
financial and economic terms, it was important to do
what it could to help break down the less tangible and
attitudinal barriers to the arts sometimes created by
such factors as social class and lack of - educational
opportunity. (Arts Council, 1984:19)

Education is therefore an important part of the lGlory‘
strategy for the galleries in Sheffield. However the
approach of the. Arts Council and that of sSheffield
vgalleries to educational policies and thereforel to a
broader notion of accessllare slightly different The
calleries are' more' concerned Wlth the way galleries
erclﬁde'u particular soc1al groups, wheieas the Arts
Council‘“ policies are primarily geared to altering
people, 'breaking down‘attitudinal barriers' to stop them
apparently excluding themselves from galleries,

Compared tov other muniCipal galleries Sheffield s
galleries have relatively high attendance figures.
However, attendance figures alone do not reveal very much
and the Keepers admit that they have "Qery little
knowledge of who we‘re'reaching or:notkreaching"; although

they'suggest that it is possible to build up an impression
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of how an exhibition is received. Attendance figures do
not reveal the patterns of usage: for example, Graves
Gallery attendance figures include all the people who use
the coffee bar, a city centre venue and the only one in a
building housing the central library as well as the
gallery. Slmllarly, the Mappln, because it 1s p051tloned
in‘ the park may be more llkely to be v1s1ted durlng the
summer or at weekends. leferent patterns of usage are
11ke1y to relate to a number of factors assoc1ated with
Zthe gallerles. Moreover, desplte an acknowledgement that
1nformatlon about audiences is llmlted there is a way in
which policy-makers within galleries» are apprehensive
about the benefits of such information since ‘they fear
that —audience research' would result in a pressure for

prescrlptlve programmlng whlch would contravenek what is

seen as one of the fundamental roles of galleries - to
reflect  experiment and ' innovation,  to - surprise and
challenge.

A two year pub11c1ty campaign organised- by:TYorkshire
Regional Arts Association and flnanced by the Arts Council
to examine the ways of publicising "centres of art" in
Sheffield was begun in the‘earlyrl970s;' As part of the
research two pieces of audience.survey work were carried
out by Mass-Observation U.K. The first survey undertaken
in 1974 was - to provide an evaluation of the existing
situation in terms of levels of awareness of arts activity
and patterns of attendance. The second survey carried out

18 months later was to monitor the veffects of an
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experiment in the marketing of the arts. 'fhe overall aim
of the research was to assess the usage and potential
usage of centres of art by the Sheffield population. The
“centres of art' indentified were the Crucible Theatre,
the Galleries, and the Philharmonic concerts.
The_,ahnualv-attendance of the galleries - in 1976 was,
Graves:,147,ooo'and Mappin: 225,000. (The 1986 figures are
Graves:‘ZZd,OOO and Mappin 180,000.) Both audience surveys
"hidhlighted »soﬁe generai characteristics'of the 'centres
of.art' audience and compared these to the patterns of the
city's population as a whole.  The demographic
characteristics of the theatre audience revealed a,
pronounced educational bias, with the standard of
education of the theatre/concert audiences much higher
- than in -the population as a whole.(Mass-Observation
U.K. 1976-13) ‘
However art gallerles were found to have a broader base of
appeal than the Cruc1ble or Phllharmonlc concertS°
v131t1ng the art gallerles is much more w1despread an
activity in the Sheffield 'population +than ~ either
theatre or concert-going. (Mass-Observatlon 1976:19)
According to the research the most often quoted reason
given for attendance of the gallery was that the visitor
bwae 'just pas51ng
One distinction that can be'made between the qallerles and
the Crucible which mlght help explain their public
visibility is related to common-sense perceptions of
public buildings. Unllke the Crucible, the Galleries are
public bulldlngs to Wthh everyone has rlght of entry: the

decision of when to visit is relatlvely open and is not
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tied to performance times. It is free to go in and the
amount of time spent visiting is unrestricted.
The survey's findings showed a significant audience
overlap between the various 'art-centres', for example,
63% of the Philharmonic audience had been to the Crucible
in the last year, 30%.of the C;ucible’audience had been to
thelPhilharmonic concerts, While 72%‘of the film' theatre
and i 43% of the Crucible audience"haa visitear the
Galierles.b In» 1986 the audlence cross-over between c1v1c
cinema and gallerles was more symmetrlcal 80% of the
Anv1l audlence had been to Gallerles in the laet year, and
81% vice versa. (4)
The conclusion drawn from the first survey was that the
eaéiest way of marketing the arts, in terms of achieving
highet aadience attendance figures, would be to aim the
prometionaivcampaign at those who~wete.aiieady'mostllikely
to 'go, - and simply increase the frequency of their
attesndance. However'partaof the brief of the campaigh was
to broaden the profilevof the audience as well as to seek
ways of increasing attendance. The second survey
monitoring the effects the campaign concluded'that,
there ‘is no'cohsistent‘etideace'tﬁat the marketing of
~the  arts has widened the participation  in = terms of
social class. The increase in attendance of Sheffield
residents has largely occurred among the middle-
class. (Mass Observation 1976:iii)
(The marketing campaign had consisted in the maih of the

distribution of a magazine, "Whats On In Sheffield".)

The mass—-observation report included a section on
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"Attitudes Towards the Arts". The survey found that nearly
all of the Sheffield residents had heard of the Crucible
and just under 80% knew of the galleries. From this it can
be concluded that simple straightforward publicity was not
necessary, particularly' since although slightly jeuer
Apeople knew about gallerles they still attracted a wider
'audlence in terms of 5001al class. However, the report s
dlscu551on of the survey on the attltudes to the arts
revealed some 51gn1f1cant contradlctlons.- The validity of
the' surveylng technlques are questlonable and ?robably
eXacerbate the underlying tendenc1es ‘evident in the
respohses: for instance respondants were asked to agree or
disagree with a series of statements which could obviously
not be read as neutral. This‘meant that while it was
concluded that," | | | |

The majorlty of the populatlon 56% agree"that uthe
theatre is more 1nterest1ng than seeing it on T.V.

only a relatlvely small . percentage of the total population
go to the theatre. Of those that do,

The theatre/concert goers share this opinion but agree
more strongly 87%

These findings and the very way the statements are
presented - can be dlscussed further in the 1light of
Bourdieu's ana1y51s of the soc1a1 function of cultural

tastes in the Aristocracy of Culture,

It must never be forgotten that the working class
aesthetic is a dominated aesthetic which is constantly
obliged to define itself in terms of the dominant
aesthetic. The members of the working-class who can
neither ignore the high-art aesthetic which denounces
their . own' Taesthetic', nor abandon their socially
conditioned inclinations, but still less proclaim them
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and legitimate them, often experience their
relationship to the aesthetic norms in a two-fold and
contradictory way. (P.Bourdieu, Media Culture & Society
1980:244)

The Sheffield survey found that only 24% of the general
population said they liked modern art, compared with 46%
of theatre/concert-goers. These differences too can be
understood in terms of Bourdleu s notlon of legltlmacy. He
suggests that a hlerarchy of cultural forms 1s constructed
and maintained in which they are valued accordlng to thelr
legltlmacy, SO that‘ certaln genres achleve a degree of
cuitural consecrationt Thus,, for example, v1s1ts to
gallerké vand museums are legitmate cultural activity
according to Bourdieu, and other genres, certain types of
film for example, are mov1ng towards legltlmacy.

In the Arlstocracy of culture, Bourdleu explored the

process by Wthh dlfferences 1n cultural taste become
socially functlonal The questlon is how value is ascrlbed
to dlfferences, in taste. For Bourdleu, | aesthetlc
judgements are not drawn from a pure aestheic lcgic; 'they
are part of the complex dlstlnctlonskof class formed into
distinctions of taste.
At stake in every struggle over art there is also the
. imposition of an art of living, i.e. the transmutation
- of an arbitary way of living into the legitimate way of
life which casts every other way of 1living into
arbitrariness. (Bourdieu, 1980:254)
Since Bourdieu's analysis implies that this hierarchy can
shift over time, there is a question over the contemporary

use of his concepts of 'legltlmacy ‘and 'domination

whlch have been loosely tied in to correspond with the
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concepts of high and popular culture. For exemple, has the
construction of Tlegitimacy' 1in relation to museums
altered as a result of the dramatic change in character
and rapid growth of new museums. A recent report (Museums
Association 1986) suggests that independent museums and
galleries havé developed methods of serving the public
mbrég ‘di£e§£ ways,‘- thus” mékiﬁg | éxﬁibitions | more
“in£élligibiéﬁ.k5):' ‘In‘ ibbmbériéon Nloéél'rﬁ gﬁthority
inétitutionsv”aré déééfibea és being'siowér to_reépond to
rﬁhe‘“ﬁéﬁr ideas pionéered bf the: ipdepéndents,'rpartly
because of lack 6f financevand‘uhceffain fﬁtures caused by
ratecapping, but also partly bécausé of outmoded
management structureé based on curational criteria rather
than an emphasis on presentation, public _service

administration and marketing pfactices.»

However, the precise ways in which museums are made more

“intélligible" érekhof diséussed»éicept ih végue térms of
écceSsibility. 1This_'obscﬁresk é méssiﬁe. shift in the
presen£ation and ¢onstructioh'of, for exémple, éuestions
of heritage. Nevertheless, theyquestion arises of whether
the soéial ‘function ,Of acﬁivities such as museum and
gélleryHVQiéitingr areivchanging: ére certain kinds of
'1egitiméte' cultural activity being presented in ways
which indicate the circulation of different kiﬁds of codes
and decodings? If this is so, is it stiil possible to put
forward a notion of 'legitimgcy which broadly links
economic and éultural capital to class? 1Is there a new

equilibrium which sets out a new hierarchy to regulate
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'legitimacy’ in relation to class or has the proliferation
of middle-class culture based on consumerism dislodged the
older asymmetry between traditional cultural forms and the
market and therefore fundamentally altered the framework
for the construction of legitimacy. Certainly in the post-
war period commerciél_cuituré>waé associatedJWifh wérking
ciéés vtaste( this; has altered as cénsumer—baéed-»mass
éﬁlfure associated Qith midaie4¢iassvtasté has Becéme‘more
peryasi&é: | ‘- |

Locai‘stéte policy, éspeciallf;in areas broadly'designated
as public instititions for the preservation and exhibition
of high art, @ are - obviously caught in various
manifestations of the relationship between notions of
domination and legitimacy in the provision of cultural
activity. The policies‘of access are developed from the
position of, on the one side,';looking toﬁards the Arts
Council-'and the art world, and on the other, looking to
fulfill the broad 'poiitical ;objectives of the City
Council, and incorporate some themes‘ from new left
cultural politics. The notion of access is constructed in
an attempt to get away -from formal notions of the
aesthetic and yef retains the mystical assumptions about
artistic production, in the sense that access policies
draw on a set of criteria based on a notion of access to
the ‘'truth of experience'. Similarly, -the idea of
personal commitment of expression - artistic integrity -

is seen to provide a point of entry for political
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considerations as it has parallels with an idea of
political integrity. However, the policies based on access
and the development of the curator's role into an enabling
role can be seen as having worked to extend the
traditional role of the ourator, pushlng the limitations
but not remov1ng them. The notloh of 'truth of experience'

can be 1ncorporated w1th1n the mysthue of the artist
rather. than worklng to democratlse ways of understandlng
the process of artlstlc productlon and in the end serves
to reinforce the notlons of legltlmacy'desplte efforts to

the contrary.

Given that high cultural forms are embedded in
constructions of legitimacy associated with social class,
how does a cultural policy deal with this ? Minimally, but
importantly it -can pay attention to the construction of
legitimacy in the presentationvof,culture, by deeling more
explicitly witthuestiohssoftvalue»and quality,‘ and Qith

the techniques and formal properties of the aesthetic.
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The Crucible Theatre.

The Crucible was built to be run as a subsidised theatre.
The long-term trends in the economy of the theatre =~ the
rise of the Arts Council and with it the ideology of
public subsidy, and the concern of local authorities to
’promote a publlc culture - led to 1ts bulldlng in 1970/1

and set the foundatlons upon whlch the‘ relatlonshlp
between the Cruc1ble Theatre and Clty Counc1l was based

As ‘1n the case of the Art gallerles there were important
early llnks between the theatre and prominent public
figures in Sheffield civic life. For example, the
Repertory ’Company based at the Sheffield Playhouse during
the 1960's had roots that can be traced back to the
'little"theatre' on the éhipton St Settlement>YMCA, (The
"little theatres' were a systeﬁ.of emall- eeit—finahoed
theatrical organisations.) Ohe'of the‘partevin the first
performance' “by theT‘;St- Philip's -Settieﬁent 'Dramatic
Society'”early inv1919 of the Tolstoyvplay ;Where Love Is,
God Is" was played byvAibert Baliard later to become an
Alderman, a member of the board of the Shef£1c1d Repertory
Company and Lord Mayor of Sheffleld 1957-58. Thus in
various ways, the early formatlon of public cultural
provision is closely associated with public roles - Lord
Mayor, Master Cutler, President of Trades Council and
Governors. At the level of the natiohal state Raymond
Williams suggests that symbolic statelyvdisplays are a
eignificaht. form of cultural policy. At the local level
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there is clearly a link between public cultural provision
with offices of public life. 1In this‘sense local public
cultural provision is a symbolic presentation.of the local
state.

In 1920 the Shipton St Co. was re—named the VSheffield
Repertory' Company Its subsequent hlstory has been
descrlbed as one of a long struggle agalnst collapse (Seed
1959) FHThe. theatre was always on the brlnk of closing
down and depended fbh publlc a ppeals and glfts’ from
bu51nessmen such as J. G. Graves and 5001et1es such as the
Sheffleld Playgoers and the Sheffleld branch of the
British Empire Shakespeare Society. At a particular crisis
in 1934 when closure seemed imminent, Alderman Fred
Marshall | bord Mayor’offered the use of the Town Hall for
a publlc meetlng to dec1de “whether a ‘repertory theatre
could be malntalned in Sheffleld" (Seed'1§59l The meetlng
decrded to launch a publlc appeal FolIOW1ng thls, the
character of the Repertory theatre has always been deflned
and framed as somethlng worth hav1ng,u somethlng that
citizens should be prepared to donate money to. It was
seen as a 'serlous' amateur theatre company that was
dlstlnct from the commercral theatres, and joined the
British Drama League, a central organisation to which all
amateur societies could affiliate, in 1921. |

The turn of the century had seen thebpeak in commercial
theatre. 1In 1908 there had been eleven theatres and music
halls .in Sheffield and Attercliffe. The 'streamlining' of

the theatre industry began in the 1920's when the small
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independent managements of Edwardian theatre amalgamated
into groups of companies controlling chains of theatres
(Elsom 1979). By the 19305 the Repertory Company was
distinct from other : theatrical activity in Sheffield
which, - in the first half of the century consisted of the
Lyceum Touring theatre built in 1897 (still standing and
now being renovated)} the Adelphi, demolishéd‘in 1914; the
Theatre . Royal demolishedk-in*,1935; and - the Empire
démoliéhed'ink1959; - In the cénteﬁt.of‘é generéi‘ décline
of commercial theatres, it WAS the répertory companies,
originating from a 'highbrow' amateur tradition, that were
considered valuable enough for public support (at this
stage .through public appeals). In 1935 a decision was
taken to convert the Sheffield Repertory Company into a
wholly professional non-profit-distributing organisation,
a decision.which became crucial for later support by  the
Arts Council.fAlmost all repertory companieétwere owned by
ordinary -commercial ;compénies, with exceptions - the
Manchester Library Theatre, owned by the Manchester
Corpofation and thé'Liverpool éhd Sheffield ‘Playhouses,
held by nonépfofit—distributing' companies. During rthe
thirties the Repertory changed its name again:
It was considered that the name "The Repertory Theatre"
still conveyed the impression that the company was
amateur * and highbrow and it was changed to the
Playhouse in 1938. (Seed 1959:28)
Thebviewuéf amateur aé highbréw is a recurring perception
of thisvkiﬁa of non—commércial repertory company. However,

the work and genéral ambience of the Playhouse was seen in
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differing ways. Some saw it as old fashioned repertory,
invoking a popular sense of a civic theatre - putting on a
range of shows to an audience of mixed social «class.
Others viewed the Playhouse as a small middle-class
theatre struggllng to surv1ve w1thout any real attempt to
broaden 1ts appeal (6) In any case, by the 19505 the total
,theatre capac1ty of Sheffleld was 4,964 and the average
attendance was 75% of capac1ty (John Ple 1986)
The Playhouse began to recelve Arts Councrl fundlng in
l960-61 ThlS fell 1nto what can be seen as a second phase
in the'Arts Counc1l's lnvolvement in theatre (Elsom 1979).
The first phase from 1946-1956, saw a marginal input to
the fringes of the main comnercial theatre system. In the
second phase,‘ 1956—64,» the Arts Council' began to
admlnlster guarantees agalnst loss' to selected repertory
companles by draw1ng on 1ts 1ncreased budget In thls way,
the sub51dy system was created obllquely. The grant
awarded to the Sheffleld Playhouse was to

allow the Playhouse to undertake more. prestigious

productions than their own resources would allow. (Arts
Council Annual Report, 1964)

The 25;000 grant marked a decisive change in the vhistory
of the\'Playhouse. From'operating on the ledges of the
-commercial scene with unofficial subsidised support, the
Playhouse became a nationally subsidised theatre. The
transitiony from sub-commercial to subsidised was taken a

stage further in 1963 when the Playhouse became one of

‘eight theatres outside London to be taken into a formal
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association witli the Arts Council to form a skeleton basis
of a national subsidised theatre. These moves mark the
beginning of a third phase in the Arts Council's
involvement in theatre when, with the Labour Government of
1964, the Arts Council's grant was significantly increased

and its position in relation to subsidy  changed

dramaticallY} John Elsom‘ in Post War British Theatre
argues that, |

'while the Arts Coun01l was not a Grand Prov1der in 1956

and had’not become one by 1964, ‘it gave the appearence

of being one by 1974 (Elsom, 1976:128)
In. other words,l while the‘commerciai theatre industry
declined, the Arts Council began to lay the infrastructure
for a system of theatre based on, and dependent on,
subsidy.
An important shift in the emphaSis in national cultural
policy was demonstrated by the Arts Counc1l involvement
with theatre. The earlier‘ CEMA approach of literally
taking art to the people w1th various touring groups was
graduaily replaced by an empha31s on "housing the arts".
It was in the thirdkphaseyof Artstouncii inuoivenent with
the theatre that the main bulk of 'theatre building
occurred. In this way, national cultural policy was
concretised in buildings and art?centres. |
In the late 1950s the Government commissioned the Arts
Council to undertake,

a comprehensive survey of the needs for cultural

buildings in London and the rest of the Country. (Arts

Council, 1961) - .

The +two part report, Housing the Arts in Great Britain,

175



was published in 1959 and 1961. The main concern of the
report was that only two new theatres had been built in
the previous twenty-five years, while many existing ones
had been closed down. This information was thought fo
reveal a very 51gn1f1cant cultural lack and was seen as
symptomatlc of a great need A spe01al bulldlng fund -was
~set up and supported by Jennle Lee in her paper "A POlle
For the Arts" 7‘The performlng arts generally were
encouraged by dennle Lee and others as in many ways they
symbollsed lthe modernlty of the new Labour policy. There
is,aiolear‘sense, in part arising from an awareness of the
early hietory of theatre as shackled by government
controls, that performing arts were radical, progressive,
and liberating cultural @ forms. The concept of youth
theatre was also revived, providing a link between : drama
and  the 1960s development:of‘education policy. The Arts
Council  initiated an.,enquiry. into the ‘ways. in which
theafre could be brought to ohildren."
Thus in the generai context of the "housing the arts"
building programme, the local repertory  theatres
represented = an - ideal -of ,'theatre-in-society', -making
possible an expression of regional talent together with
the development of theatre in education programmes. Elsom
describes these policies as,

An excellent ideal shot through with humanistic values,

which were expressed even in the homeliness of the

buildings themselves with their 'open' stages, coffee-

bars and meeting places. (Elsom 1976:153)

The Crucible was built towards the end of the spate of
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theatre building which occurred in the 1%60s when thirty
new theatres were built in ten years. The conclusions of
the "Housing the Arts" reports were clearly taken up as
policy,
The preservation (in the widest sense) of music and
~drama now depends on the adoption by the Welfare State
of a new responsibility for the arts which belong
"equally to the spheres of education,and amenity ... The
new post-war patterns in the provicial theatre have
shown the strength of the repertory movement, which has
survived ' the growth of television, held its audiences
‘and increased . its status in theatre as a whole. If
.these * gains - are to be held  there ' should ° be
‘consolidation of  the movement into the larger towns
‘where 1if necessary new theatres should be built or the
existing - ones thoroughly renovated. Every town with a
population of not less than 200,000 should have its own
repertory theatre with resident company. (Arts Council,
1961)
This view of the Arts Council as the cultural wing of the
welfare state emerged in the 1960s. (It was also suggested
by Jennie Lee when she compared arts prov181on to other
social serv1ces, and argued that 1n the same way that
health and educatlon had to flght to establlsh themselves
so would an arts servxce ) Theatre seemed to prov1de the
rlght cultural site where the Arts Council could be seen
to accommodate the pressures for more democratic
provision, = more 'cultural democracy', without
fundamentally challenging the notion of 'established arts'
and policies for their preservation.
However, Elsom argues that the Arts Council theatre
policies of the 1960s caused a systematic distortion of
the theatrical economy in favour of the repertory
theatres. He suggests that during the 1950s it was the

’
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repertory theatres which had suffered most directly from
competition with television, while the touring theatres,
although in a difficult position, had the backing of
commercial companies and were still fundamentally sound.
The Arts Council did at a later stage realise that
repertories were 'being encouraged at the ekpense of the
tourlng theatres and attempted to redress thls  imbalance
by supportlng some tourlng companles.‘ However, ‘they were
only : able to glve grants dlrectly to non- proflt-
dlstrlbutlng companles. Thus the commer01al companles not
only faced competition from subsidised repertory companies
they also suffered, as Elsom says, from,
cut price rlvals on their own territory...By aiding a
minority of companies the Arts Council kept down the
general level of guarantees, making it extremely hard
- for commercial companies to keep going, - (Elsom
1976:139) ‘
In general, the new theatres were built as a joint
exercise' between the Arts Council and local “authorities.
' Ever ‘since local authorltles had been allowed to spend a
percentage of thelr rates on the Arts (1948) they have
been . seen by the government and the Arts Council 'as a
potential source' for arts fundlng and a channel through
which pollc1es can be 1mplemented Thus, Jennle Lee set
out the terms of the bulldlng fund-
It is now up to the 1local authorities and other
agencies concerned to prove in their response that
government would be justified in the following years in
‘entering into  substantially - higher levels of
commitment. (Lee, 1964)

When the Crucible deal between the Arts Council and

Sheffield ACity Council was clinched, Jennie Lee was
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reported in the Sheffield press as saying the deal was
exemplary of the co—operation between a local authority
and the Arts Council.

The City Council gave its support to the idea of a new
city.centre theatre for a number of reasons. A‘new-theatre
was a symbol of self-confidence, part of ‘city‘ centre
redevelopment - (even in some instances a delayed sense of
postenar kreoonstruction as in the case of the Coventry
theatreHOne of the firSt‘to he huilt in'this period); 'but
it also represented the 1links hetween‘élayhouse members
and Council members and fulfilled the’longstanding wish
for a civic theatre. The same Councillor Ballard vho had
taken part in the first performance of the 'St Phlllp s
Settlement Dramatic Soc1ety Chair of the Libraries and
Arts Committee and 1ater Chair of Education, had drawn up
his own plans for a large civic centre which would link
the library to the Town Hall and include a civiec theatre.
Thls scheme was never implemented | though general support
for 1t was re- directed to the plans for the new Crucible
theatre. (However, the idea for a civic theatre was never
completely given up and was later to be resurrected when
disapp01ntment over the CruCible set in. ) However, in many
ways, the role for Sheffield City Council was simply one
of responding to an offer largely drawn up by the Arts
Council andvthe Playhouse.bbln.fact, the decision was seen
simply in terms-of helping the Playhouse in getting a

grant from the Arts Council. SCC was to provide a third of
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the total capital grant, maintain a very small revenue
grant and provide a site at a peppercorn rent. In return
SCC would have helped provide a conspicuous new modern
theatre. The fact that the Crucible was built less than a
hundred vards from a declining Edwardian-built theatre,
the Lyceum, (a llsted bulldlng) Wthh was 1nv151ble 1n the
new pollcy terms of "housrng the arts" lndlcates the
strong Symbollc Slgnltaoancev of .the 'wish' for ’a“ new
theatre.v . | » »! o | | ‘
Thea bulldlng »of lthen“nem.theatre’was not part of the
general scheme of localjcultural provision or central to
existing policy as developed by the Library and Arts
Committee of SCC.. The case for the new theatre and
negotiations with‘thevArts Council (in the person of Lord
Goodman) were madevat the top levels of the Councilvby the
Chalr of Flnance and the Leader of the Counc1l bypassing
the lerary and Arts Commlttee. The Clty Council
1nvolvement 1n the Cru01ble was admlnlstered by the Pollcy
Committee and it was only much later that the
administration of Council involvement with the Crucible
was nomlnally transferred to the Arts Department

A central feature of the ’Arts Councrl,ﬁ SCC, and Vthe
Crucible | Trust partnership was the emphasis on the
theatre's independence, particularly from the City
Council. The Playhouse/Crucible Trust repeatedly stressed
that the company must have complete independence, both in
artlstlc pollcy and in the runnlng of the theatre,

we feel very re- assured that the town hall do not want
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to run the Playhouse. (Chair of Trust, Morning
Telegraph 1967)

The Trust were at pains to make clear that the Crucible
was not to be a civic theatre. The attempt to dissociate
from the City Council indicates a fear on the part of the
theatre vprofessionals that local government vould not be
ahie 'to‘”fully appreciate its cultural ambitlons and
‘objectives. The role forithe Counoil was thus to prov1de
the professionals‘Qith“resouroes ana then keep”olear..iThe
‘ éerception'of the theatre as‘oulturally distanced from the
City Council reached a confusihg pitdh'when'the Crucible
,trust’proolaimed: 7
The “Pia