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Introduction & Background
This research study was undertaken to inform Organisational Development work being
carried out by Creative Scotland in 2018-19. The Organisational Development work
comprises:
•
•
•

Review of Creative Scotland Culture, Values, Structure and Operations
Strategic Review
Funding Review

Key drivers for the timing of these reviews include the 2018 evaluation of Creative
Scotland’s Regular Funding Process conducted independently by Wave Hill, the imminent
publication of the Scottish Government’s Culture Strategy and the ongoing decline in public
and private funding for culture.
The Funding Review is considered within the context of Creative Scotland’s full remit (art,
screen and creative industries) and the wider legislative and regulatory environment in
which Creative Scotland works.
The Funding Review being carried out by Creative Scotland will comprise a five-stage
process:
1.
2.
3.
4.
5.

Research
Consultation
Design
Testing
Implementation

This paper forms one part of the Research phase, alongside a review of recent Creative
Scotland, Scottish Government and other open consultations, and analysis of current and
historic funding patterns.
The purpose of this paper is to refresh knowledge and understanding of the funding
landscape for culture and creative industries in the UK and internationally and present a
summary of funding models and approaches to inform an options appraisal to be
undertaken by Creative Scotland.
The Research focus is broad to encourage new learning from sectors outside culture and
new approaches to investment, including:
•
•
•
•
•
•
•

Models currently operated by Creative Scotland
Arts council and agency funding models
Enterprise support
Social investment models
Creative industries approaches
Devolved funding models
Co-funding models with other organisations (e.g. local authorities)

The focus of the study is UK and international - including relevant literature from across the
UK and elsewhere in the world where lessons can be learned (in particular Australia, Canada
and Northern Europe), and learning from other arts and creative agencies which enabled
comparisons of best practice and benchmarking for Creative Scotland.

4

This study presents findings taken from published literature and data including sector
reports and survey findings from policy makers, funders and sector bodies; academic
literature; books; journal articles; and trade press.
It also refers to learning from internal reports kindly supplied by other funders and
agencies, and one-to-one interviews conducted with Creative Scotland staff and
representatives of other agencies, including: Arts Council England, Arts Council Norway, Arts
Council of Wales, Australia Council for the Arts, Canada Council for the Arts, Highlands and
Islands Enterprise, Mayor of London’s Culture Strategy Team (Greater London Authority),
National Lottery Community Fund, Power to Change and Sunderland Culture.
Material for review was prioritised by relevance to the scope of the funding review, and the
most recent evaluation of models (i.e. within the last five years).
For newer finance and investment models, where it has not been possible to gather hard
impact evidence, interviews and case studies are used to illustrate approaches.
What the report does not cover
Due to the timeframe and resource available, and the already broad scope of the brief, a
number of assumptions are made, namely:
•

•
•
•

•
•

This is not a review of Creative Scotland resources or processes – that has been
undertaken to some depth by independent consultants Wave Hill1 in 2018. This
report has drawn on their key findings and recommendations only.
The research does not review any funding or income generating mechanisms that,
while they may impact on funds available to culture, are not within the control of
arts councils and agencies (e.g. tax incentives, tax raising schemes).
Due to the scale, complexity and diversity of approach of local authority spending on
culture across the UK it is beyond the scope of this study to review or compare
approaches in detail, although broad trends have been noted.
It was not possible to look in detail at all sources of funding available to individuals
working in the cultural sector due to the scale of freelance and sole traders
employed in the sector and contributing to its success. In the last two years in depth
studies into artists livelihoods have been conducted by the Scottish Contemporary
Art Network2 and TBR3 which could usefully inform further research.
Similarly, the issues of accessibility to funding in relation to equalities and diversity
could not be covered in this report but will require consideration, and would benefit
from expert input, when it comes to designing a funding strategy.
And lastly, this is not a review of the value of investing in culture and creative activity
through the public sector - this report is prepared on the basis that strong public
support for culture will continue.

1

Evaluation of Creative Scotland 2018-2021 Regular Funding Process, (Wave Hill, Oct 2018)
Mapping the Visual Arts in Scotland (SCAN, 2015)
3
Livelihoods of Visual Artists: 2016 Data Report (TBR, December 2018)
2
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How to read this report
Quick overview
Suggested route to understanding the content of this report quickly is to read:
1. Executive Summary
2.
Section Summaries
3. To delve deeper into each section read the coloured information boxes:
Examples drawn from desk research to illustrate a policy or funding model
approach relevant to the section.

Case Studies were drawn from conversations and internal documents supplied by
participating funders and organisations to augment learning around issues raised
in the 2018 evaluations of Creative Scotland’s regular funding process. This
information was obtained for internal use by Creative Scotland. To maintain
participant confidentiality, these case studies are not included in the
abbreviated public version of this report.

Practical Learning and Best Practice drawn from the experience of other funders
and agencies as recorded through Case Studies (above) for Creative Scotland’s
use, but anonymised and summarised here.

SWOTs drawing together salient points to inform Creative Scotland’s Options
Appraisal process.

Full report
To read the report in full, read the Executive Summary and each section in order. The
report is split into three main parts providing:
•
•
•

Section 1 context for the funding research
Section 2 a summary of grant funding models
Section 3 a summary of finance and investment approaches to funding culture and
creative activity

As indicated above, Parts 2 and 3 are augmented with highlighted sections (Examples, Case
Studies, Practical Learning and Best Practice and SWOTs).
•

Section 4 collates appendices for reference.
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Executive Summary
There is no Holy Grail of funding models.
While most of the agencies I spoke to for this research would like to have found one, the
truth is there is no ‘right’ funding model, and no model that would easily translate from one
nation or national portfolio to another in its entirety. The guiding principle emerging from
this study is that a strong funding strategy and model can only come from confident
leadership and a clearly set out cultural policy, strategy and priorities. There are, however,
numerous examples of approaches adopted by similar organisations internationally which
can serve to inform (in whole or in part) Creative Scotland’s decision making.
Creative Scotland is experiencing the same issues as other agencies worldwide.
Creative Scotland is not alone in thinking about funding strategy and is conducting
appropriate self-evaluation and is proactively exploring solutions. While evaluation of
Creative Scotland’s 2017/18 regular funding round found that it could have been better led,
it indicated the process had largely been delivered satisfactorily.
The key issues for concern were leadership, decision-making processes (the final balancing
of the portfolio and the handling of organisations deemed ‘too important to fail’), and the
usefulness of an application process based on a ‘one-size-fits-all’ approach. These have
been recurring points in conversations with other grant funders. Many have either
implemented or are in the process of implementing their own solutions (some of which are
explored in the report).
The overriding message is that changes can be applied, but challenges will remain within a
public funding model – either fewer organisations are funded, or less activity is funded, or
we must think differently about how cultural activity is funded altogether.
Welfare funding for culture is critical – but it can’t be business as usual going forward.
While the welfare funding model – where culture is supported through public funding as an
inherently valuable social asset - has served agencies and the sector well over the last
seventy years, it is struggling to accommodate and reflect the scale, complexity and diversity
of our contemporary cultural ecology, its audiences and methods of cultural consumption.
Some structural and behavioural change is already taking place elsewhere - in some
countries funders are constructively (and in some cases intensively) introducing funding and
sector training and support that will encourage adoption of new finance, structures and
business models. In others, full scale systemic change has been implemented to deliver
greater diversity, innovation and collaboration. Each is responding to the unique policy
context and the skills and resources of its own cultural landscape.
In the UK, the seventy years of public investment in culture has built the foundation upon
which our current creative industries success story rests. Continued public investment is
critical both as a measure of civilised society and if further growth (at a local and national
level) is to be realised. But it is also a truth that the level of public subsidy for culture in the
UK has been at standstill for a decade and this is unlikely to change. Indications are that it
will continue to reduce, with local authority budgets hardest hit and Lottery funding for
culture experiencing a downward trend. Given this, change is inevitable.
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In the context of reduced budgets, a focused strategy and clear priorities must emerge for
the sector’s health.
The impact of standstill or negative public funding on the cultural sector has to be
acknowledged. After a decade of carefully managing how to do more with less, and with
inflation continuing to rise, creative livelihoods have become increasingly difficult to
maintain and the health and wellbeing of our cultural professionals is suffering
understandable strain. A focused strategy must be put in place, with clear priorities for how
reducing funds are to be fairly and transparently distributed, and this must be
communicated through a clear, mutually respectful and transparent process.
Key issues for consideration as part of Creative Scotland’s options appraisal:
Creative Scotland should consider what further research and reflection will be required
before working up options to take out for consultation, in line with the process of
Organisational and Strategic Review.
In the meantime, there are issues pertinent to the Review process which are worth
highlighting from a funding perspective:
•

The context for Creative Scotland’s Funding Review is highly complex. Its need to
pursue and deliver recommendations for change must be balanced with the need to
support its existing funded organisations, re-establish trust across the sector, whilst
also planning appropriately for the long-term. The timing for this Review also means
there are significant government policy, strategy, funding (and Creative Scotland
leadership) ‘unknowns’ which will impact on the organisation’s ability to confidently
present a funding strategy at this point.

•

Creative Scotland’s arts, screen and creative industries portfolio is a complex and
diverse mix of charities, commercial businesses and freelancers operating at
different levels, for different audiences, within different markets and using different
business models. At the same time, there is a cultural policy shift away from total
welfare subsidy of culture to an increased emphasis on self-sustainability, diversity,
innovation, community empowerment and place-based strategies. An attempt to
establish a ‘standardised’ funding model over this level of complexity would be
counterintuitive and counterproductive. Instead, a flexible, adaptive, devolved
funding strategy that supports collaboration and facilitates investment in cultural
activities from other sectors and industries will more likely need to emerge.

•

The introduction and adoption of new skills, business models, income streams (and
the structures, practices, behaviours and partnerships that will make these
successful) takes time. Systemic change that incorporates new working relationships
between local government, the cultural sector, private sector and citizens is a longterm strategy with at least a ten-year commitment to implement. Creative
Scotland’s current ten-year plan is half way through – this is a pivotal moment for it
to review the Plan’s continued fitness for purpose, and an opportunity for Creative
Scotland to redefine and strengthen its development role within, and for, the
cultural sector in Scotland.

•

Just as the current structure and skills-base of Creative Scotland is being reviewed as
part of its Organisational Review process, so too should the needs, structures, skills
and infrastructure of its portfolio in order to assess the potential impact and
8

implications of change of any new funding approach on the cultural ecology overall.
Many creative industries thrive outside, or with limited support from, the public
sector. Across a sector characterised by a large freelance workforce and small- to
medium-sized organisations, however, many of whom may be more dependent on
public subsidy, even small change could have (unintended) negative impacts on the
overall cultural ecology. Ensuring access to flexible strategic funds, resources and
services to support change, develop capacity and skills, and encourage new
behaviours and experimentation, will be essential.
•

There is evidence of many cultural and creative charities in the sector successfully
innovating their business models and adopting new income streams to support
growing programmes and their sustainability. The prevalence of charitable
structures in the sector does also mean a high dependency on, and competition for
subsidy and charitable fundraising. While the legal structure of charities is not a
barrier per se, shifting the ‘charity’ mindsets (and attitudes of some risk-averse
boards) to new business models, income streams and engaging in partnerships and
networks that might secure non-culture sector income will take time. Similarly, the
lack of diversity on many cultural charity boards in the sector may not be
representative of the cultural audiences and communities that policy-makers
envisage the sector engaging with. This will require further evidence and
quantification as part of any long-term sector development or support initiatives.

There are, however, many strengths and opportunities for Creative Scotland identified in
this research which can positively inform its forward direction:
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•

Creative Scotland is in the very fortunate position of working to a Scottish
Government that continues to support culture and the creative industries through
both policy and finance and recognises the importance of culture to the nation’s
identity, economy, health and wellbeing, with strong messaging around the
empowerment of communities through culture.

•

The UK Government has pledged “a revival of grant making” as part of its aim to
broaden the range of funding options for community initiatives in its Civil Society
Strategy4, looking for public grants to lever ‘additionality’ financially and socially.

•

Supporting any strategic or funding strategy decisions Creative Scotland may make
are strong global and national themes around the importance of innovation and
collaborative working, devolved national strategies and place-based investment,
cultural rights and social democracy – all contributing to and embracing a broader
definition of culture, and how and where it is consumed.

•

In support of strategic change, Creative Scotland has also developed inhouse
experience and expertise in collaborative partnership working with councils,
government and other national agencies. The research found similar examples of
funders establishing new relationships, particularly with local government, to
collaboratively define and deliver models to support culture at city and regional
levels. Creative Scotland is acquiring practical data and experience in relation to
place-based programmes. It has begun piloting new investment models through a

Civil Society Strategy: Building a Future that Works for Everyone (HM Government, August 2018)

9

match-crowdfunding and micro-finance pilots. These activities mirror those of other
arts councils encouraging adoption of new models and experimentation.
•

There are examples from other funders of strategic programmes and funds targeting
essential skills and development that will support organisations through change to
achieve a more sustainable, dynamic and diverse sector. And although the Creative
Scotland portfolio is complex, examples from other agencies with similarly diverse
portfolios, suggest effective development support can be achieved.

•

Short term there are opportunities for Creative Scotland to learn from the
experience of other funders and implement some new processes around its regular
funding (e.g. two-stage application processes, tiered grant funding, performance
management across the portfolio to manage ‘too important to fail’ organisations,
peer assessment). A further operational consideration should be around the
cost/benefit of implementing an online application and grant management system.

There are therefore a range of enterprise, innovation, social or place-based investment
funding and development options for Creative Scotland to consider to augment its existing
grant funding offer. The best combination for Scotland will depend on the ambition and
strategy to be delivered, and the capacity, skills and resources of Creative Scotland and its
stakeholders.
Jeanie Scott
March 2019
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Methodology
This research paper was commissioned and undertaken between December 2018 and
March 2019.
Desk research was conducted between 5 December 2018 and 25 January 2019 focusing on:
•

A review of key Creative Scotland documents relating to past funding, current
funding models and the 2018 evaluation of its Regular Funding Process conducted
independently by Wave Hill, as well as Creative Scotland’s response to this
evaluation and its contribution to the Scottish Government’s Culture Strategy
consultation.

•

A review of application guidance and requirements for regular and strategic funds
from selected UK and international funders of culture.

•

A review of published funding evaluations and reports by funders of culture,
including Arts Council England, Arts Council Northern Ireland, Arts Council of
Norway, Arts Council Wales, Australia Council for the Arts, Big Issue Invest, British
Film Institute, Birmingham City Council, Canada Council for the Arts, Creative
England, Creative United, Department for Digital Culture Media and Sport, Highlands
and Islands Enterprise, House of Commons Library, International Federation of Arts
Councils and Creative Agencies (IFACCA), Key Fund, Manchester City Council, Mayor
of London Cultural Strategy Team (Greater London Authority), National Lottery
Heritage Fund, National Lottery Community Fund, NESTA, The People’s Postcode
Lottery, Power to Change, and the Scottish Government.

•

A review of international cultural and creative industries policy emerging from
research agencies and think tanks including: BOP Consulting, Creative Industries
Federation, HM Government Creative Industries Sector deal, HM Government
Industrial Strategy, IFACCA, McKinsey & Company, the World Cities Culture Forum
and Scottish Government’s Agenda for Cities and Draft Culture Strategy.

Field work was conducted between 20 December 2018 and 1 March 2019. A two week
‘shut down’ between 21 December and 5 January impacted on the speed with which
internal documents could be obtained and interviews set up. Following this, a series of faceto-face, Skype and phone interviews were conducted with a broad range of funder
representatives, including:
•

Creative Scotland: Iain Munro (Acting Chief Executive); Philip Deverell (Director,
Strategy), Clive Gillman (Director, Creative Industries), Joan Parr (Director, Arts &
Engagement and Creative Learning), Gary Cameron (Head of Place, Partnerships and
Communities), Amanda Catto (Head of Visual Arts), Scott Donaldson (Head of Film
Education), Alan Bett (Literature Officer).

•

Australia Council for the Arts: Frank Panucci, Executive Director, Grants and
Engagement

•

Arts Council England: Jane Dawson (Director, Funding Programmes), Francis
Runacres (Executive Director, Enterprise & Innovation)

•

Arts Council of Wales: Kath Davies, Director of Investments and Funding Services

•

Highlands and Islands Enterprise: Iain Hamilton (Head of Creative Industries)
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•

The National Lottery Community Fund: Allison Mathews, (Head of Knowledge and
Learning)

•

Power to Change: Ailbhe McNabola (Head of Research), Ged Devlin (Business
Development Manager)

•

Paisley Partnership: Leonie Bell (Strategic Lead)

•

Sunderland Culture: Rebecca Ball (Creative Director), Suzanne Davies (Development
Manager), Graeme Thompson (Dean, Sunderland University)

•

Canada Council for the Arts: an interview was not possible but internal reports and
documents were contributed by Alexis Andrew (Director, Research, Evaluation and
Performance Measurement)

Confidential or internal reports supplied by each of the above organisations contributed to
case studies and overall research development. To maintain confidentiality the case studies
are not included in this abbreviated report.
Restrictions
At the time this research was commissioned and undertaken Creative Scotland was
delivering its Organisational Review and Strategic Review work in parallel. As a result, a
future strategic direction and ambition for the organisation was not available as a guide to
prioritise research options or make recommendations for future funding models.
This research is therefore the first (data gathering) stage in an options appraisal process
which will be carried forward by Creative Scotland, and further detailed work on any
approach which is prioritised by Creative Scotland and its Board through this process should
be undertaken prior to funding model design.
As Creative Scotland’s statistical analysis of its funding patterns over the last ten years is still
underway, a detailed and meaningful review of its open project and strategic funding could
not be covered at this time and are therefore covered briefly in Appendix 1.
Evidence for the use, implementation and impact of newer approaches for cultural activity,
their uptake and impact in the arts and culture sector so far, are relatively scarce (in
comparison to data relating to grant funding). Section 3 of this report therefore relies more
heavily on findings from pilot studies and ongoing action research.
Due to the scale, complexity and diversity of approach to local authority spending on culture
across the UK it is beyond the scope of this study to review or compare approaches in detail,
although broad trends and some approaches have been noted.
It was not possible to look in detail at all sources of funding available to individuals working
in the cultural sector due to the scale of freelance and sole traders employed in the sector
and contributing to its success. In the last two years in depth studies into artists livelihoods
have been conducted by the Scottish Contemporary Arts Network5 and TBR6, which could
inform further research.

5
6

Mapping the Visual Arts in Scotland (SCAN, 2015)
Livelihoods of Visual Artists: 2016 Data Report (TBR, December 2018)
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Similarly, the issues of accessibility to funding in relation to equalities and diversity could
not be covered in this report but will require consideration, and would benefit from expert
input, when it comes to designing a funding strategy..
And lastly, this is not a review of the value of investing in culture and creative activity
through the public sector - this report is prepared on the basis that strong public support for
culture will continue.
Confidentiality
This report was commissioned as an internal report to Creative Scotland and its Board.
Information was provided by other funders directly in the form of internal documents and
through conversation. Some of this information was used the report and in case studies
on the basis that they would be for the use of Creative Scotland only to inform its funding
strategy and model.
As a result, to maintain participant confidentiality, this information and the case studies
are not included in the abbreviated public version of this report.
Acknowledgements
Thanks to all contributing agencies and arts councils who kindly provided materials and their
time to contribute to this report.
Contact details for this report
Please direct queries or requests for further information relating to this report to:
Alastair Evans, Head of Knowledge & Research, Creative Scotland
(Alastair.Evans@creativescotland.com)
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Section 1: Context for the Funding Review
External
Contemporary global politics is typified by its complexity and sometimes surprising or
alarming changeability. In the UK alone, the long-term outcome of Brexit is still unknown
and Westminster leadership challenges are a weekly occurrence – a backdrop to an already
complex social and economic landscape which only compounds the difficult decisions being
faced by policy makers across government departments and agencies.
In the context of this Funding Review, this complexity and uncertainty is also a challenge for
future decision-making and planning:
•
•

•

The next Treasury Spending Review (anticipated early 2020) and subsequent budget
settlements to Scotland are significant unknowns that could shape proposals and the
ratio of funding v. development support.
While the UK government’s Industrial Strategy and Creative Industries Sector Deal7
set out clear policy objectives (with support and investment in relation to place,
innovation, business and skills), the Scottish Government’s Cultural Strategy (which
will directly impact the priorities and activities of Creative Scotland) is still
anticipated at time of writing.
The announcement of a separate arts funding inquiry by the Scottish Parliament’s
Culture Committee (15 March 2019) means outcomes from a further study of issues
relating to the future of funding for arts organisations, and in particular artists and
cultural freelancers in Scotland is to be expected. Recommendations from this will
need to be reviewed by Creative Scotland as part of its Funding Strategy process.

Against these unknowns, wider horizon-scanning of high-level global trends and
developments give an indication of where planning and change can be focused for the
longer-term.
Population and workforce
The world faces unprecedented rates of urban expansion and is undergoing its most
dynamic era of change, changes that will have a dramatic impact on where and how we live
and work, and how we make, consume and sustain culture.
The world’s population is ageing, and at the same time the number of younger adults is in
decline, with the result that over the coming decade competition for talent across the globe
in all markets will increase (greater emphasis on skills and workforce development are
evidenced in national policies and strategies worldwide8) and pressure on public funds for
social and health care will increase.
Over 60% of the world’s population is expected to live in cities by 20509, and this trend from
rural to urban living will continue to result in greater emphasis in policy-making around

7

Industrial Strategy, Creative Industries Sector Deal (HM Government, 2018)
Thriving Amidst Turbulence, (McKinsey, 2018)
9
According to the United Nations, 55% of the global population currently lives in cities. By 2050, that number
is expected to reach 68%, which means an additional 2.5 billion people will reside in urban areas.
8
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place, the development of ‘core cities’ and city regions that will attract talent, inward
investment and support local economies.
The workforce requirements and skills anticipated to be required to continue economic
growth in creative industries is already reflected in government strategies in relation to
cultural apprenticeships; digital and technology skills; innovation and entrepreneurialism;
partnership, collaboration and knowledge exchange networks; sustainability; business and
financial skills. Creativity (as one of the skills less likely to suffer from increased automation
through AI and technology application) will also become a more sought-after skill across
other industries.
Culture sector perspective
In real terms most cultural organisations reliant on public funds have been working on
standstill (or reduced funds) for a decade whilst inflation has seen the costs of employing
staff, paying for services and materials rise.
At the same time competition for both public and private funds (i.e. through trusts and
foundations) has increased dramatically against a backdrop of reduced funding of culture
through local authorities and the negative effect of austerity on the value of those funds.
While financial remuneration and return tends to be of a higher priority in creative
industries businesses and organisations, it has traditionally been a secondary motivation for
cultural organisations where balanced budgets are more likely to secure grant funding.
Continuing austerity, increased competition for available public funds and lack of time and
resource within organisations to review or adapt business models, mean organisations are
finding it more and more difficult to keep pace with change around them, or benefit from
new models or technologies that might increase sustainability.
The workforce across the arts, screen and creative industries evidences very different
behaviours, mindsets and business models – and yet despite this diversity, the sector is
faced with sometimes fixed, or prescriptive grant funding options with eligibility criteria and
processes which can be the same for a large-scale venue or a grassroots artists’ collective.
Along with the complex issues of attracting and retaining audiences in a technologically
advanced society, public funding requirements over the last decades have requested
particular kinds of audience to be engaged to deliver high-level impacts. This has led to
organisations developing often ancillary services and programmes to extend their reach in
relation to diversity or geography to meet funding requirements that are based on a notion
of audience development and ‘engagement’, but in some instances may make demands on
an organisation that it is not best equipped to meet.
Nationwide hundreds of self-funded artist initiatives often go ‘under the radar’, driven by
their instigators desire to experiment or innovate, but without growing a formal structure
around themselves or bending to restrictions set by funding. These artist-led projects can
play a pivotal role in the development of a cultural ecology for decades, even if they have
only existed for a short time10. Ensuring appropriate sector support for artist-led initiatives
in the future will be crucial to the experimentation and innovation required to achieve
continued growth in the sector. And as artists livelihoods become increasingly precarious,

10

People Like Us, a review of artist-led in the UK, Kevin Hunt (a-n The Artists Information Co., May 2017)
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the need for funding strategies that develop and sustain individuals’ career paths will also
be essential.
Notions of ‘sustainability’ differ between cultural and creative industries, partly due to the
inherent restrictions of a welfare model in one (where regular funding is largely based on
the sustainability of organisations and venues rather than sustainable career-making), and a
competitive market place in the other (where an entrepreneurial approach encourages
investment and creates profit and reward).
Likewise, sustainability is often based on the premise that systems must be put in place
around an organisation or project irrespective of its ability to continue to provide relevant
experiences for audiences. When the desire to sustain overcomes the desire to create
relevant work that responds to and speaks to audiences and communities, and more
resources go to surviving than succeeding, ‘sustainability’ in itself can become problematic.
“…do great stuff while you can, and when you can’t do it anymore, stop…
This is the reason terms like ‘jump the shark’ exist – most companies, rock
bands and sports teams are only brilliant for so long. Then they start to
slide. Then they die.”11
For success and growth in the creative industries, the sector will need to support a steady,
renewable stream of artistic talent, and offer attractive career development paths in order
to maintain high levels of creative content and innovation that will appeal to and retain
contemporary audiences.
Technology
Technology and digital developments will continue to enable and democratise business,
administration and culture.
With the further shift in population to cities over the next decades, increased focus and
investment into ‘smart cities’ (cities that incorporates digital technologies to enhance the
quality and performance of urban services such as energy, transportation and utilities to
reduce resource consumption, wastage and overall costs) will result in a shift in the way
local governments measure impact and success, with ‘citizen wellbeing’ predicted to
become a key impact measure12.
The ‘sharing economy’ and peer-to-peer business models13 enabled by digital and online
platforms, and shared entrepreneurial enterprises, services and real estate are expected to
develop and become more common.14
At the same time, a ‘circular economy’ model driven by the growing scarcity of natural
resources required in the production of our technology-driven lives is being supported at a
global level. The Scottish Government’s Making Things Last: a circular economy strategy
for Scotland (2016) sets out strategy and investment in skills to embed the development of

11

Mark Allan, founder Machine Project LA, Deliberately Unsustainable Business Models (Museum 2.0, 9/3/09)
Thriving Amidst Turbulence, (McKinsey, 2018)
13
Model based on providing / sharing access to goods or services through community based online platforms.
14
Sharing economy revenues are projected to grow by 35% p.a., around ten times faster than the broader
economy (McKinsey, 2018)
12
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new circular economy thinking for the next generation of business leaders, designers and
innovators, stating a “moral imperative to reduce our demand on the planet's resources”.
The changing methods of cultural consumption see an increasingly mobile and on demand
relationship with ‘content’ in its broadest sense. An increasingly sophisticated, digitally
literate and diverse audience requires feeding with ‘the next thing’ – which in turn sees
content providers under increasing pressure to produce high quality material that will
entertain and retain the attention of that audience in order to capitalise on its efforts.
Digital distribution could present commercial opportunities for arts and cultural
organisations over the coming decade in relation to exploitation of digital assets (e.g.
licensed content, performance-to-screen, virtual interactive experience) and collected and
shared digital data. There is a risk however that some (particularly smaller) arts and cultural
organisations may not have content or capacity (skills or resource) to fully benefit from the
commercial opportunities of technology.
Cultural policy perspective
“Public funding of culture is used to achieve a wide variety of public policy
goals, usually goals that would not be met in their entirety (or would be
less equitably achieved) if left to the market. It is the only form of funding
in the cultural sector that explicitly has to act in the public’s interest and
for which the state is directly accountable.”15
The public grant model for culture used widely by governments the world over has been in
place for around seventy years with a policy emphasis on social good and welfare. In this
model, a percentage of public funds is devolved for distribution via government culture
departments, government agencies, and local government and is gifted to cultural
organisations and individuals for the delivery of agreed activities, with an expectation that
work funded by the grant also contributes to the strategic priorities of the funder. 16
In the UK, public funding for culture is still largely distributed in this way. Under this
‘welfare’ model, culture is treated as a special case in economic terms as a ‘market failure’
case. The government’s investment is based on protecting an inherently valuable asset
(culture) that otherwise would be under threat in a market economy and is therefore
supported at a cost to the overall economy.
Sectors supported by this welfare model are generally characterised by high levels and rates
of negative profit or break-even budgeting, consistently lower incomes compared to other
industries and the economic viability of organisations is critically dependent upon this
‘grant-in-aid’ resourced by the rest of the economy.
The welfare model is an essential component in the sustainability of arts and culture in
many nations around the world, and a fundamental policy endorsement of the value of arts,
culture and heritage within a civilised society. However, a key difference from the 1940s
when this model came into use is the sheer number, scale and breadth of organisations
15
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16

17

(often charities) looking for, or reliant upon public funding today. The types of business
model in operation across the culture market are also very different, as are their
marketplaces, audiences and support needs. Additionally, austerity economics and limited
(and diminishing) public and private funds, means a shift in policy has been (very gradually)
taking place since the 1980s.
This shift has seen cultural policy designed to ‘protect’ high culture in a market failure
model, to policy designed to support greater competition, self-reliance, diversity, growth
and innovation. Although, despite the shift, eligibility and funding decision criteria used by
some funders remain in line with a welfare model i.e. prioritising artistic quality, rather than
evidencing ‘need’.
In addition, a move towards greater engagement with, and access to culture by all
communities, is growing in emphasis. From a world perspective, the
“policy focus towards inclusiveness requires a shift in direction: an
‘opening out’ of culture in which governments are recognising, redefining
and supporting new forms of culture, in new spaces with new technologies
by new makers to be enjoyed by new audiences.”17
This is evidenced by growing government and city cultural policies around community and
diversity, as well as enterprise, innovation, collaboration and skills. Advocacy will
increasingly need to prioritise the value of culture to those who fund it (i.e. in the UK,
taxpayers, or in the case of Lottery funding, ticket purchasers).
The draft of the forthcoming Scottish Government Culture Strategy presents a policy
position where culture and creative industries are valued intrinsically for their social, and
community benefits, but also for their potential to support growth and innovation across
cities, regions and the wider economy.
This policy (which is evidenced across the UK and internationally) requires a more flexible,
adaptive funding strategy from agencies that will lever additional investment from other
sources and encourage adoption of different business models and behaviours in the sector
in order to deliver triple, or quadruple bottom line returns.
The Economist, Triple Bottom Line, 17 November 2009
“The phrase “triple bottom line” was first coined in 1994 by John Elkington, the founder
of a British consultancy called SustainAbility. His argument was that companies should be
preparing three different (and quite separate) bottom lines.
•
•
•

One is the traditional measure of corporate profit—the “bottom line” of the profit
and loss account.
The second is the bottom line of a company's “people account”—a measure in
some shape or form of how socially responsible an organisation has been
throughout its operations.
The third is the bottom line of the company's “planet account”—a measure of how
environmentally responsible it has been.

The triple bottom line (TBL) thus consists of profit, people and planet. It aims to measure
the financial, social and environmental performance of the corporation over a period of
17
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time. Only a company that produces a TBL is taking account of the full cost involved in
doing business.
In some senses the TBL is a particular manifestation of the balanced scorecard. Behind it
lies the same fundamental principle: what you measure is what you get, because what
you measure is what you are likely to pay attention to. Only when companies measure
their social and environmental impact will we have socially and environmentally
responsible organisations.”
In cultural policy terms, Triple Bottom Line has been translated into Culture, Social and
Economic and/or Financial returns for cultural organisations, and their funders, to
measure the impact of public investment into cultural activities over time.
Cultural economy perspective
A volatile financial market is impacting globally on public spending as well as corporate
profits and consumer disposable income, resulting in reductions in corporate sponsorship,
the value of endowments and trusts, and the value of public or private investments. The
relative value of public funds today (in comparison to even five years ago) has also gone
down as inflation and the rising costs of capital, services and materials globally goes up.
According to the World Cities Culture Finance18 report, over 60% of worldwide direct public
funding for culture is still through local authorities at city and regional levels. With
continued pressure on local government public spending (due to an aging population, rising
health and social care costs and general economic uncertainty) arts and cultural
organisations in receipt of public money are therefore likely to come under much greater
scrutiny in the near future in terms of the cultural, but also the social and economic impacts
they can return on public funding.
While indirect public funding of culture (e.g. through tax breaks, fiscal incentives) are
growing in importance, their impact is yet to be measured consistently. Some creative
industry tax reliefs19, such as Film Tax Relief have resulted in positive impacts - in Scotland,
this has resulted in a growth of over 300% in production spend across the film industry from
£23m in 2007 to £95m in 201720. Newer versions, such as Museums and Galleries Exhibition
Tax Relief (2018) however, are yet to evidence a direct return and impact on prosperity or
growth in the sector.
At a local level, Edinburgh’s newly announced Tourism Tax (2019) will take time to
demonstrate whether it will impact the cultural prosperity of the organisations delivering
cultural content in the city, but the opportunity of tax-raising through other city authorities
as part of devolution (e.g. Birmingham’s consultation on a hotel bed tax) means that taxes
could begin to augment cultural funding, but to what degree is as yet unknown.
Many cultural and creative sectors thrive outside public sector support, but these tend to be
at the more mature end of the creative industries (e.g. music, film, TV, fashion, design).
18
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Here new models of funding are more readily explored and in use (e.g. repayment finance,
public match funding, crowdfunding, micro-loans). These are of increasing interest to some
organisations and individual artists, but there is still a relatively low take up (and in some
instances actual resistance) from cultural organisations21, and while some evaluations have
been conducted, there is not enough data yet to truly measure how far they can translate
and be adopted across the cultural sector.
Philanthropy has been a standard ‘third pillar’ of income for cultural organisations
(alongside public funding and self-generated income) since the eighties in the UK. While
philanthropy undoubtedly provides welcome additional funds, outside the US (where
cultural funding is dominated by private giving) and Tokyo, no other nation currently
achieves more than 19% of its total funding for culture from private sources.22 Major
philanthropic and corporate giving is still heavily dominated by capital cities, where wealth
is concentrated, and during austerity, is becoming more difficult and competitive to
maintain. This limitation to what was considered in the 80s and 90s as the solution to
funding reductions, along with the many other pressures set out here, mean the need to
further diversify income streams and business models across the sector is critical.
Creative Scotland context
The internal context within Creative Scotland for the purpose of this research and the
Funding Review is highly complex.
While Creative Scotland’s ten-year plan, Unlocking Potential, Embracing Ambition 20142024, is only half way through, the external world and internal context for the plan has
changed considerably since publication.
Following the 2018-21 regular funding round, criticism by the sector of Creative Scotland’s
handling of funding decisions led to an independent evaluation of its funding practice.
Creative Scotland’s CEO resigned in July 2018. At the same time, continued reductions in
local authority funding for culture have pushed a greater perceived responsibility and focus
on Creative Scotland as ‘the public funder’ for culture (although the majority of cultural
funding is still distributed by local authorities) which has resulted in consistent (sometimes
negative) media scrutiny and comment.
Creative Scotland’s Board, Acting CEO and Senior Leadership Team have, in the intervening
months and in response to the activity of 2018, progressed root and branch organisational
development work to lead change in the organisation. One year into a three-year funding
agreement with 121 regularly funded organisations (2018-21) there is a need to keep pace
in order to both respond to recommendations from the 2018 evaluation, and quickly reestablish trust with the cultural sector by demonstrating change and engaging in open
consultation. As a result, the organisational development work is being progressed and the
various strands of review being conducted in parallel rather than as a more usual
consecutive process.
As noted above, the Scottish Government’s Cultural Strategy will, on publication, have
implications for Creative Scotland in terms of its priorities. The Government has been a
strong supporter of culture, and the language of the draft Strategy (developed through
public consultation) indicates a continued positive and ambitious direction of travel.
21
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However, a lack of detail at this stage for Creative Scotland in terms of its role in
contributing to its delivery (and the roles of the other development agencies funded by
Government), and a backdrop of shrinking public funds for culture, makes confident
decision-making on the most appropriate funding strategy going forward, difficult.
Once clarity in relation to Creative Scotland’s purpose, stakeholders and strategic direction
are in place (informed by its internal organisational development work, forthcoming
consultations, and by a finalised Culture Strategy from the Government) decisions regarding
the most appropriate funding and development mechanisms to achieve the desired
outcomes and ambitions for culture in Scotland will be possible.
Considering the level of shift and change in the world around Creative Scotland, a step
change in the resourcing and skills of both Creative Scotland and/or the sector will likely be
required in order to implement a funding model that will equip and support the sector now
and sustain it in the long term.

Section 1 Summary
The world’s population is ageing, and the number of younger adults is in decline leading
to increased demands on public funds in relation to health and social care costs.
Over 60% of the world’s population is expected to live in cities by 2050 – in response
global policies reflect greater emphasis on devolution, investment in core cities and
targeted skills development to grow local economies, attract and retain talent and attract
inward investment.
Future creative industries sector growth depends on growing digital and business skills,
and growing collaboration, innovation and entrepreneurial behaviours in its workforce.
The culture sector has been working on standstill or reduced funds for a decade while
inflation and the costs of living and doing business have increased. Competition for
available public funds has increased (particularly in response to local authority cuts) along
with greater scrutiny in terms of the cultural, social, economic and financial returns on
grants awarded.
Workforce and business models across arts, screen and creative industries are diverse,
although funding models tend to be comparatively narrow and ‘one-size-fits-all’.
Regular funding tends to focus on the sustainability of organisations and venues –
rather than sustainable careers. Continued growth in the creative industries will rely on
a steady supply of creative individuals to generate marketable content and influence
working practices across industries.
Digital distribution comes with commercial and creative opportunities in relation to
exploitation of digital assets and data – although there is a risk that smaller arts and
cultural organisations may not have the content or capacity (skills and resource) to fully
benefit from it.
Public funding for culture is distributed under a ‘welfare’ model established in 1940s
where culture is treated as a special case in economic terms - government ‘grant-in-aid’
protects an inherently valuable social asset (culture) that otherwise would not survive in a
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competitive market. There are other methods of assessing the impact of cultural
organisations beyond just economic outputs such as ‘The triple bottom line’.
The number, scale and diversity of arts, culture and creative industry organisations
today illustrates a very different and diverse cultural sector to the one of the 1940s,
with different marketplaces, audiences, consumption patterns and demands.
There is an increased global cultural policy focus on ‘cultural rights’ reflected in cultural
strategies that support greater diversity and access to culture by all communities, and
greater devolved decision-making, place-making and cross-industry knowledge exchange.
This shift in cultural policy focus requires a more flexible, adaptive, devolved funding
strategy that supports collaboration and facilitates investment in cultural activities from
other sectors and industries.
Many creative industries thrive outside public sector support, but there is still low take
up, or resistance to, new models of investment from cultural organisations.
The context for Creative Scotland’s Funding Review is highly complex – the need to
pursue and deliver recommendations around ‘change’ must be balanced with the need to
support existing funded organisations and re-establish trust across the sector. The timing
for the Review also means many government policy and funding unknowns will impact on
decision-making on an appropriate funding strategy at this point.
Considering the level of change in the world around Creative Scotland, a step-change in
the resourcing and skills of both Creative Scotland and the sector is likely to be required
if a resilient, sustainable cultural sector is to be secured for the long term.
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Section 2: Grant funding
Section 2 sets out a summary of public grant funding models commonly used by arts, culture
and heritage agencies internationally that most closely align with Creative Scotland’s
existing model. This has enabled:
•

Benchmarking of best or common practice internationally across these agencies in
relation to purpose, design, approach and shared issues
Reflection on key findings and recommendations from Creative Scotland’s 2018
evaluation of its RFO process against a range of comparable funding models in
practice.

•

To explore grant funding models, this chapter looks specifically at models used by:
1. Arts council and creative agencies drawing on published research, data supplied by
participating arts councils and interviews with personnel in those agencies. Research
by the International Federation of Arts Councils and Cultural Agencies (IFACCA) has
enabled benchmarking of specific governance and funding model elements. Where
this information had been shared with National Members of IFACCA on a
confidential basis it has not been included in this abbreviated public report.
2. Lottery grants. This has drawn upon published research and data supplied by lottery
funders.
Key features of these models have been summarised in the following section for
information, comparison and where working examples of approaches recommended in
Creative Scotland’s 2018 funding evaluation were identified, these have been discussed.
Due to timing, resource and available data, this section of the report will focus primarily on
comparisons of regular (revenue) funding.
A summary of key issues and recommendations from the evaluation of Creative Scotland’s
2018-22 regular funding process follows for context:
Creative Scotland’s independent evaluation of its 2018-2021 regular funding process23
highlighted specific areas for review in relation to fund distribution, with
recommendations based on staff and sector feedback. Key recommendations and points
for consideration from these reports include:
•

Clarity about fundamental purpose of regular funding

•

Introduction of investment bands for regular funding

•

Reflection on managing ‘too important to fail’ organisations

•

Assessment of historic levels of funding to organisations, and existing and future
needs of artforms

•

Rationale of including Sector Support Organisations within regular funding

•

Review and adaptation of application and assessment process for multi-artform
organisations
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•

Transparency on distribution of open project funding, and its relationship with
regular funding

•

Use of external assessors to support assessment process, and use of external
observers to improve assessment process

•

Two-stage lighter-touch application assessment process

•

Exploration of account management model for regular funding organisations

•

Clarity about decision-making (balancing) with sector, and roles and
communication between Senior Leadership Team and Board in decision-making

•

Extension of regular funding cycle from 3 to 4 years

•

Enabling dialogue with applicants during process, whilst retaining transparency
and integrity

•

Staff time v. cost/benefits analysis of the regular funding process

Overall, there was a request for clarity in purpose, process and decision-making, and a
desire to rebuild Creative Scotland’s reputation and trust with stakeholders.
The report notes that the majority of the regular funding process was conducted
positively and well.
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1. Arts council and creative agency funding
As noted in Section 1, the public grant model for culture is used widely by arts councils and
creative agencies around the world. In this model, a percentage of public funds is devolved
for distribution via government culture departments, government agencies, and local
government.
There are variations and adaptations of approaches to grant funding, and the types of
organisation eligible to apply for them. Most commonly in the cultural sector this includes
charities, not-for-profit or social businesses, CICs, collectives as well as individual
practitioners.
The majority of arts councils and creative agencies operate a triple route funding model:
•
•
•

Multi-year funding for a core group of organisations meeting specific criteria
Open project funding for organisations and individuals for a time-limited period (and
may exclude recipients of multi-year funding)
Strategic or development funding restricted to specific use and usually time-limited,
including capital funding (i.e. buildings, equipment and in some cases to strengthen
organisational development).

These grants are gifted to cultural organisations and individuals for the delivery of agreed
activities and come with restrictions regarding distribution (in terms of use and reporting).
There is usually an expectation that work funded by the grant will contribute to the strategic
priorities of the funder, or its government department.
Purpose
In its transition from the predecessor organisations Scottish Arts Council and the Scottish
Arts Council, Creative Scotland’s new purpose was set out in the Public Services Reform
(Scotland) Act 2010 as:
a) Identifying, supporting and developing quality and excellence in the arts and culture
from those engaged in artistic and other creative endeavours
b) Promoting understanding, appreciation and enjoyment of the arts and culture
c) Encouraging as many people as possible to access and participate in the arts and
culture
d) Realising, as far as reasonably practicable to do so, the value and benefits (in
particular the national and international value and benefits) of the arts and culture
e) Encouraging and supporting artistic and other creative endeavours which contribute
to an understanding of Scotland’s national culture in its broad sense as a way of life
f) Promoting and supporting industries and other commercial activity, the primary
focus of which is the application of creative skills.
While the legislation does not include funding as a ‘core purpose’ of the organisation, it is
the primary mechanism Creative Scotland has chosen to achieve its purpose since inception,
with its ten-year plan24 setting out its main functions as: funding; development; advocacy;
and influencing. Comparing these functions with functional priorities of international arts
councils, we see broad similarities.
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Structures for grant making and evaluation
Internationally, the size and scale of cultural agencies and arts councils varies greatly
internationally and generally encompass artform disciplines, grants management, research,
international and media/communication teams. Creative Scotland (as of March 2019) has a
headcount of 124 full time equivalent staff.
Like most other arts councils and agencies Creative Scotland has a dedicated team for
managing grant funding, representing 7% of its overall staff (eight full time equivalent staff),
although the role of specialist staff in assessment and decision-making increases
involvement in grant assessment. Recent management information shows that across the
organisation 40% of staff time was spent on activity related to funding.
While the majority of funding via other agencies is from government and a priority focus is
grant-making, Creative Scotland is a development agency and funding is not intended to be
its priority activity. Accordingly, around a third of staff time is spent on policy, advocacy and
sector development activity.
Agencies generally use a combination of methods to measure their progress or achievement
of objectives and Creative Scotland’s approach to evaluating and reviewing its funding
practice (incorporating internal, external and public elements between 2018/2019)
compares well and demonstrates best practice.
Grants management systems
Many arts councils and cultural agencies internationally use an online grant management
system, and in the UK both Arts Council of England and Arts Council Wales have online
application and grant management systems in place.
Arts Council England implemented its Grantium online application portal in 2015 and feels
the system has improved various stages of the application process. Overall, ACE’s users see
Grantium as enhancing the application process by being more agile and less bureaucratic
than previous systems, although some stakeholders feel the portal is at times unreliable.25
Australia Council for the Arts is preparing a new online application system which is it
implementing now, replacing the old system incrementally with the new one
As yet Creative Scotland does not have an integrated/automated grant management system
in place, although the evaluation of its 2018 RFO process does cite staff concerns in relation
to the cost /benefit of the processing and assessing of applications.
Government culture budgets and distribution
Government budgets are constructed in different ways making direct comparisons across
countries difficult - some cover arts disciplines and heritage, others include broadcasting,
multicultural projects and cultural institutions. In some cases, such as the Netherlands,
government spend on culture has been fully de-centralised following the country’s cultural
policy and funding reform in 2011-2012, resulting in agency restructures and funding
streams devolved across Ministries, regional and city departments.
The budgets of international arts councils also vary from year to year in size and annual or
multi-year allocations, and the timing for settlements and allocations can be made at very
25

Arts Council England Stakeholder Research 2017-18, (Qualia Analytics for Arts Council England, 2018)

26

short notice. This can prove problematic in terms of planning and setting criteria for funding
decisions. In 2017/18 Creative Scotland had to model up to 30% cuts during its regular
funding assessment process, having to delay funding decisions until a settlement from
government had been received.
Arts councils and agencies receive annual funding from government, with some in receipt of
multi-year funds and some receiving other tax or levies (e.g. lottery, tax benefits) to support
policy delivery and many pursue revenue from non-government sources or generate income
themselves.
Lottery contributions to cultural funding are not unique to the UK, but this funding route is
less prevalent internationally. When the National Lottery was introduced in the UK in the
1990s it was anticipated as a burgeoning fund for beneficiaries across the UK, and over time
replaced a proportion of direct grant-in-aid to culture from government.
In recent years however there has been a decline in Lottery ticket purchases in the UK in
response to poor economic conditions, deregulation of the marketplace and competition
from other providers. As a result, there has been a direct impact on Lottery allocations to
its distributors, including Creative Scotland and arts councils in the UK, which is anticipated
to continue in the short-term.
UK arts councils, therefore, in comparison to the majority of other international arts
councils, have proportionately less direct government funding for welfare grant support for
organisations, and less capacity to fund culture-related ‘good causes’ overall if Lottery sales
continue in the current trend.
In an uncertain economic and political landscape this ratio of government to Lottery funding
puts far greater pressure on UK arts councils and agencies to explore and support other
income potential for cultural organisations, and prioritise income generating skills and
knowledge across the sector.
Funding distribution
The majority of arts councils and agencies fund more arts organisations than individual
artists, however a comparison of the spending habits of UK arts councils and agencies
compared to some international counterparts illustrates a range of approaches. Creative
Scotland distributes a broadly similar proportion of its total funding to individuals as the rest
of the UK, at an estimated 5% (other councils distribute marginally higher or lower
amounts).
Although 40% cent of awards made by Creative Scotland through Open Project Funding are
made to individuals, these are typically for lower amounts (to a total of £2.1m in 2017/18)
and a high proportion of total funding (48% in 2017/18) is allocated to RFOs 26. It should also
be noted that individual artists and creative practitioners do benefit from funding allocated
to organisations. In 2017/18 RFOs indicated that they commissioned 1,296 artists and
creative practitioners to create new work, delivered 984 residencies and provided in-kind
support to a further 9,383 artists and creative practitioners.
Arts Council England’s Stakeholder Research 2017-18 asked stakeholders about their
perception of fairness in the distribution of Arts Council investment across key categories. 27
26
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Responses showed that stakeholders believed funding was currently benefitting cultural
organisations the most (64%), followed by the public (21%), and then artists (12%).
Stakeholders felt that the groups that should benefit most were: public (56%), artists (25%),
and cultural organisations (19%). Very few believed the government benefitted from Arts
Council investment (3%) and none believed it should.
In a comparison of the terms (length) of grants offered through arts councils and agencies
internationally, most distribute funding over a range of timeframes reflecting different
annual funding agreements with government and different abilities to support organisations
in long-term planning. In 2017/18, Creative Scotland’s funding was split 53% to one-off
projects or targeted funding and 47% revenue funding of 3 years.
The most common approach to organising funds distributed by arts councils and agencies is
by artform discipline, with a fairly uniform picture of the disciplines most commonly funded
by arts councils internationally, reflecting a historic model established by most arts councils
in the 1930s and 1940s when, arguably, there were fewer art forms recognised, although
there are examples of segmentation by function, scale, career stage and geography.
While Creative Scotland trialled a non-artform approach at its inception, the approach was
unpopular with staff and the sector and the organisation reverted to an artform structure.
In interviews with international arts councils, different views emerged in relation to the
benefits of artform focus. Some saw merit in being able to identify where artform-specific
issues were emerging in order to develop targeted artform support strategies. Others felt
artform-focused funding structures were unrepresentative of their country’s dynamic,
diverse cultural ecology, and had been detrimental to progressing diversity and
collaboration in the sector.
In the UK there was a feeling that cultural production, and the methods of cultural
consumption have changed so much over the last decade, that contemporary funding could
be more flexible to better reflected the changing cultural landscape. This was particularly
noted in relation to the funding of combined or multi-artform organisations, many of which
are the result of large-scale capital investments from the 1990s onwards and didn’t exist
when artform-focused funding structures were first established.
In addition, considering the increased number of groups, organisations or individual artists
working across new or mixed-media there is a question about whether funding traditional
artform specialisms will best serve a sector being encouraged to innovate and collaborate
more broadly across the sector and with other industries.
Issues like these add further pressure and complexity to the apportioning of regular funding
budgets today and make diversifying portfolios a more difficult task.
Uses of funding
The uses of public funds by international arts councils and agencies are reasonably
consistent, with the majority ringfenced for the presentation and creation of work in line
with the primary purpose and function of most arts councils (i.e. to support, value, advocate
and present cultural activity). This is also consistent with a model where, for the majority of
arts councils funding is provided by government as welfare/revenue support to the sector.
In the UK, where there is a lower proportion of government funding available to arts
councils and agencies for welfare/revenue support, this distribution puts increased pressure
28

and competition on revenue funds and may stretch the use of other available funds (e.g.
Lottery) beyond their original intentions.
Many international and UK agencies provide match-funding, seed funding and strategic
programmes to support and encourage adoption of other income streams and selfgenerated income to some degree.
With economic pressures in the UK indicating continuing caps (or reductions) in government
spend for culture, continued pressure on consumer spending, and public policies
encouraging innovation and collaboration, it is timely that Creative Scotland reviews its
priorities, approach and distribution of funding.
Decision-making
In reviewing decision-making processes across international and UK arts councils we see
different approaches for funding to organisations and individuals, with generally more
flexibility on decision-making for funding to individuals. Decisions about giving grants to
organisations and individuals are generally made by a committee of peers, by staff of the
organisation, mixed committees or by the governing body.
From a review of the overall practice of assessment and decision-making however, most arts
councils are highly dependent on consultation. Most organisations draw in expertise from
outside to advise on grant decision-making (e.g. through peer assessment, external
advisors) and to support the grant decision-making process. In both Creative Scotland and
Arts Council England however, staff have final decision-making for both organisational and
individual funding decisions, and were also the key source of advice on funding decisionmaking (although Arts Council England also seeks external advice via its governing body).
Peer assessment
Approaches to Peer assessment vary internationally, including processes for governance,
recruitment or selection and payment. While the majority of arts councils and agencies use
peer assessment of some kind, there is no consistent approach about how peers are
recruited. Common approaches include open call and interview process (some requiring the
use of a public register), selection of peers against set criteria (e.g. artistic practice and
specialisms, cultural background, diversity) or through recommendations by funders staff.
Creative Scotland piloted a quality peer review framework in 2017.28 Evaluation of the pilot
and conversations with Creative Scotland staff showed concern about the level of staff
resource required to deliver an intensive peer review process with a relatively small team,
although overall the process was seen to be well-designed, with a clear but flexible logic and
was well-managed in its implementation. Considering the relatively small sector size in
Scotland, issues were also raised by staff in terms of potential partiality, or conflicts of
interest with peer-engaged processes, however considering the varied approaches to
recruitment and rotation of peer panels evidenced by other councils however, this may not
be insurmountable if it were to be considered again in future.
During its 2017/18 Regular Funding round Creative Scotland recruited and used external
assessors on application to the Open Project Fund, and some programmes have used both
peer assessors and peer panel members. There has not, to date been any formal evaluation
of this peer input into funding process. Should Creative Scotland take a view that peer
28
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assessment might form part of a future application process, it could review the impact of
those processes.
’One size fits all’
Recommendations from the 2018 evaluation of Creative Scotland’s regular funding noted
the need to review Creative Scotland’s ‘one-size-fits-all’ approach to applications for regular
funding, and the need to explore transparency in decision-making, particularly in relation to
organisations considered ‘too important to fail’. Research and interviews with other arts
councils and agencies for this research concludes that these issues are not unique to
Creative Scotland but are shared by many agencies.
Canada Council for the Arts delivered an organisational and strategic review of its activities
and delivery model between 2014-2017 which saw it transform from an organisation
structured around programs based on arts disciplines, to a more flexible, outcomes-based
model. New programs were designed to be user-focused and artist-centred, increase
collaboration and take advantage of new technologies. In addition, objectives to bring in
new voices and organisations to the Council’s portfolio were achieved including
marginalised groups, new and emerging arts practices and citizens who may have felt
excluded from accessing the arts in traditional ways.
In Australia, the Australia Council for the Arts launched a new funding model and application
approach in 2015 to enable an increasingly diverse range of artists and organisations to
apply for funding for a wide range of arts activity. Its ‘artist-centric grant model’ which
reflected extensive input from the sector, particularly through the Australia Council
Review29, which identified that while its grant programs had served the arts well in the past,
it needed to evolve with the sector and be more responsive to the new ways art was being
made and presented.30 The new regular funding process included streamlined criteria, a
two-stage application process (with separate application criteria for sector support
organisations) and peer assessment to ensure transparency. The new model allowed the
Council to be more responsive to changing artistic practice and provide greater accessibility
through multiple application rounds with standardised closing dates each year.
In Wales, budget cuts resulted in Arts Council of Wales no longer being able to offer multiyear funding to its 67 Arts Portfolio Wales organisations. A review at the time revealed
issues in some of these organisations that could make sustainability more challenging
(including governance issues, or unsuitable structures, systems or business models). In
response, Arts Council of Wales implemented an annual funding model for its Arts Portfolio
Wales organisations incorporating intensive relationship management to monitor and
support, and a resilience programme to support change, good governance and adoption of
new or improved business models. This gave all organisations an opportunity to develop
and increase sustainability, including those deemed ‘too important to fail’, in a clear an
open process, which also left less room for any one organisation to hide continuing poor
performance from peers.
At Arts Council England, a review of its regular funding identified key issues which it sought
to address in its 2018-22 funding round. Priorities were identified to diversify its National
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Review of the Australia Council, Trainor (Dept. of Regional Australia, Local Government, Arts and Sport,
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Portfolio in terms of people and place and make it easier for new entrants to access the
portfolio. These had to be managed alongside the integration of museums and libraries into
its funding footprint. The review also highlighted the need to explore solutions to its ‘onesize-fits-all’ application approach.
Arts Council England resolved these through a re-design of its regular funding to incorporate
a tiered national portfolio (based on levels of funding, rather than organisation turnover),
reducing application and reporting requirements for smaller organisations, and increasing
responsibilities for those in the highest Band. In this way, organisations in receipt of the
highest public investment also receive closer account management and increased
responsibilities in relation to mentoring or support across the sector. A new category of
Sector Support Organisation was also created with different application criteria to producing
organisations, all of whom were required to have an initial conversation with an arts council
relationship manager prior to application to discuss eligibility.
Each of these agencies notes it is too soon after implementation of these new approaches
to say if significant change has been achieved in how organisations operate, but do
acknowledge limits to the welfare model.
Benchmarking of assessment timeframes
A detailed review of application and assessment processes will be conducted as part of the
design phase of the Funding Review by Creative Scotland. In the meantime, a review of the
literature suggests that little benchmarking has been done around assessment processes
and timeframes, with the exception of a survey undertaken by the International Federation
of Arts Councils and Cultural Agencies in 2008 of 21 respondent agencies from 15 countries
internationally. D’Art 35: Grant Assessment Timeframes31 surveyed practices and
timeframes in relation to both peer-reviewed and non-peer-reviewed project and
annual/multi-year funding and focused on the three key stages:
•
•
•

Application processing
Review and assessment
Notification

The findings show that, for annual and multi-year funding, there is very little difference to
the median timeframe taken to process applications, irrespective of whether they are peerreviewed, or non-peer reviewed (around 12 weeks for non-peer assessed, and 13 weeks for
peer assessed).
•
•

31

Application: The key difference in timeframe appeared in the use of peer-review
assessment for project funding where peer assessment took significantly longer
(14.5 weeks for peer assessed compared to 7.5 weeks for non-peer assessed).
Review and assessment: Across all councils and agencies surveyed, there was a
greater disparity in timing at the processing stage where peer-assessment took
between 4 weeks (multi-year) and 6 weeks (project) to assess, compared to 1.5
weeks for non-peer processing.

D’Art 35: Grant Assessment Timeframes, (IFACCA, 2008)
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In all cases the average length of time required for the review and assessment of
applications was between 4 weeks (peer assessed multi-year funding) and 6 weeks
(non-peer assessed multi-finding).
•

Notification: Disparity emerged at the notification stage where notification took on
average 3 weeks when peer-assessed for both project and multi-year funding, as
opposed to 1.5-2 weeks for non-peer assessed project and multi-year funding.

The report concludes that the average length of time between the submission of a grant
request and the receipt of a clear commitment of funding for either project or multi-year
applications was between 3-4 months on average.
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Practical Learning and Best Practice from other arts councils:
•

Clarity in strategic purpose and direction, combined with strong leadership, is
essential to implementing a strong, relevant funding model.

•

There is an increased drive to diversify the voices within publicly funded
portfolios, increase accessibility and encourage purposeful community
engagement. This requires change and more flexibility in funder processes,
greater sector resilience and increased advocacy around the value of culture for
all.

•

Lead the change - where entrenched mindsets persist (either in the sector or in
agency teams) clear and consistent messaging around necessary change, along
with appropriate training and support for teams involved in implementing change
is beneficial. Providing adequate and varied opportunities for feedback and
comment are beneficial.

•

Art form disciplines v. user or outcomes-focused funding models – there are pros
and cons with both approaches, but there is growing sense that what has served
the arts well in the past, no longer reflects the new ways culture is being made or
consumed today. This may require adaption of approaches and structures in
funding agencies over the coming years.

•

Peer assessment - most agencies believe it is the best possible means of
identifying outstanding ability and artistic merit. It provides greater transparency
in decision-making, builds trust and mutual respect and supports growing policy
trends towards community decision-making.

•

There is a general lack of understanding around how regularly funded portfolios
are ‘balanced’. It is a funder’s role to make as balanced a portfolio as possible.
The starting point is the quality of applications received, the investment available
and funding priorities stated in application guidance and funder strategies. The
involvement of peers and external advisors supports transparency in the decisionmaking process.

•

‘One-size-fits-all’ is a prohibitive approach and can be a barrier to increasing
diversity in portfolios. Tiered funding (e.g. funding bands with increased
responsibility for those who receive most) can open up the application process to
new entrants. Staged application processes and ‘conversation first’ approaches
can reduce the emphasis on, and burden of ‘the application’ for both applicants
and agencies, and encourage more focus on post-award impacts.

•

Account management can work well where there is a small portfolio, a need to
support critical change and mitigate risk to funders. It is an intensive and
resource-heavy approach however - it still requires client organisations to be
committed to change.

•

Be upfront about the ‘too important to fail’ organisations – national portfolios
are seen as playing an important role in a nation’s cultural ecology, but it is
becoming increasingly difficult to protect them, even if they have received
significant public investment in the past. Tiered funding approaches, increased
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account management and targeted support can achieve positive change, but will
leave some organisations nowhere to hide if change is not realised.
•

Separate application and reporting requirements for Sector Support
Organisations, along with peer review, brings greater clarity about the quality of
service support available across the arts ecology and which services are most
valued by the sector.

•

Implementing new processes in response to sector or funding review
recommendations can solve issues – but may also add more complexity than was
there before. Funding models are never ‘perfect’.

•

Continued standstill and reducing budgets mean difficult funding decisions.
Capping application levels, not awarding uplifts, funding fewer organisations,
funding less activity, consulting on what funding priorities should be, strategic
investment, and levering finance from other sources are approaches trialled by
other arts councils.

•

Strategic investment and support, as well as match-funding and seed-funding
are in greater evidence to encourage and support organisations to adopt new
business models, finance and structures for greater resilience.

•

There is no expectation that public funding for culture will increase. There is an
expectation that there will be increased churn across portfolios, and a gradual
mindset shift in relation to expectations for public funding.
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SWOT 1: Of the welfare funding model and current grant-making practices of arts councils in relation to Creative Scotland
Strengths

Weaknesses

Welfare model recognises the value of culture in a tolerant, civilised society and
protects artforms and activities that would otherwise fail in a market economy.

Historic welfare model that has served the arts for 70 years is no longer
representative of the way cultural is made, where it is presented and how it is
consumed. Nor was it designed to cope with the number, type and diversity of
organisations in existence today.

Creative Scotland is experiencing the same issues as other agencies worldwide, is
implementing best practice for self-evaluation and exploring solutions.
Artform discipline approach to grant-making helps identify emerging artform
weaknesses which can feed into strategic sector support programmes and services.
Majority of agencies use peer assessment in regular and open funding as the best
means of identifying ability and artistic merit, to support transparency and build
trust with sector.
Agencies who use peer assessment incorporate strategies and processes to
manage conflicts of interest or bias in both peer and agency assessment groups.
Agencies who favour artform specialist teams for assessment invest in increasing
internal knowledge, diversity and expertise.
A strong ‘national portfolio’ of cultural organisations plays an important role in
defining a nation’s cultural ecology and presenting ‘the best of’ a nation’s cultural
output on a world stage.
Strong leadership, a clear strategy and priorities are essential to lead and support a
nation’s cultural sector through change and uncertain times.
Tiered or two-stage approaches to regular funding integrate greater transparency
and understanding of responsibility in funded organisations in receipt of
diminishing public funds.

Artform silo structures can lead to self-referential and prescriptive funding
decisions.
Currently no peer assessment within Creative Scotland regular or open funding
processes – fuels sector questioning and lack of trust around decision-making.
Relatively small culture sector in Scotland could lead to partiality or conflicts of
interest in a peer assessment model for regular funding.
Agencies who favour artform specialist teams for assessment find relationship
managers are experiencing increased pressure to support but have less capacity to
do so.
Account management of portfolio organisations is resource heavy.
A defining ‘national portfolio’ may come to include organisations no longer
performing to the best of their ability but considered ‘too important to fail’ which
blocks new entrants or diversity.
‘One-size-fits-all’ funding approach is inaccessible for many organisations, and
problematic if increased diversity is truly a priority.
Welfare model encourages dependency on public funds, zero budgeting unhelpful
to attracting other types of finance.

Creative Scotland has a dedicated team for grant funding.

Creative Scotland’s grant funding team is relatively small.

International peer agencies have grant management systems in place to support
the cost/resourcing of grant assessment and administration.

Creative Scotland does not have a digital grant management system in place which
might positively impact on the costs and resources associated with application
processing.
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Opportunities

Threats

Opportunities to pursue partnerships and strategic interventions to lever revenue
from other government and non-government sources, and encourage adoption of
entrepreneurial mindset to sourcing new income streams.

Government funding settlements can be last minute, negatively impacting ability
to plan and set funding priorities and criteria.

Strong support of cultural and creative industries at policy level, with interventions
(Scottish Cultural Strategy) to support growth and innovation in the sector and
collaboration across other departments and industries.
Potential to review artform structures in agencies and approaches to funding
budgets to reflect a more diverse and flexible cultural sector.
More agencies implementing match-funding, seed funding and repayment pilots to
encourage culture organisations to experiment with new approaches to income
and shift sector mindsets.
Trial of Creative Scotland Peer Review Framework in 2016/17 a starting point to
develop a peer assessment process for open or regular funding.
Potential to trial two-stage, conversation first and/or tiered grant funding
approach, with those who benefit most from public funds taking more
responsibility, with those in receipt of less having more flexibility.
Strategic use of open and development funds to drive essential skills, good
governance, new business models and structures, innovation and capacity of
organisations and individuals for a more sustainable, dynamic and diverse sector.
Relatively small cultural ecology in Scotland could lend itself to positive account
management to achieve change and increased sustainability.
Constructively engage sector and re-build trust through consultation around
change and development of welfare model, skills development and testing of new
approaches to funding of culture.

UK agencies have less direct government funding and more reliance on Lottery
than other international counterparts – means less capacity and more competition
for existing funds, and a stretch on uses of Lottery funding beyond original
purpose and spirit of ‘good causes’.
Historic investment into capital results in ties to ‘protect’ building-based
organisations with high running and maintenance costs to the detriment of new
entrants to the portfolio, or non-building-based organisations.
Risk that stagnant portfolio acts as a barrier to new, mixed or diverse artforms and
practices that might support greater sector collaboration and innovation.
Competition for reducing funds between artform disciplines can lead to defensive
working practices, while policy promotes collaboration and increased partnership
working. Outside view that ‘welfare mindset’ acts as a barrier to sustainability of
the sector.
Innovation often self-funded by low-paid artists - continued austerity and
prioritising sustainability of organisations over sustainable careers could be an
asset risk to the sector long term.
Leadership and communications failure by agencies results in unclear priorities
and decision-making, which can negatively impact on sectoral trust, health and
mutual respect.
Restrictive governance structures or a ‘welfare mindset’ may be detrimental to
long-term sustainability of the sector. Some risk-averse charity boards could be
guilty of stifling innovation encouraged by policy makers.
Acknowledgement that after 70 years, may be reaching the limit of what can be
done to stretch the welfare model to accommodate a diverse, competitive world.
No indication on the horizon that public investment into culture will increase.
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2. Lottery grant funding
It is not within the scope of this report to look in detail at all lottery organisations or lottery
grant funding programmes (of which there are considerable number). This report gives an
overview of National Lottery distribution and reviews the general purpose of lottery grant
funding, current issues and some specific approaches from The National Lottery Heritage
Fund and The National Lottery Community Fund32.
This section draws on desk research, published literature, annual reports, evaluations and
survey findings and is informed by conversations with The National Lottery Community
Fund.
Lottery sources
The National Lottery was established in 1994 as a state-franchised lottery. Regulated by the
Gambling Commission it is run under licence (and an Act of Parliament) by Camelot Group
with the primary aim of raising as much money as possible for good causes.
The deregulation of lotteries by the Gambling Commission in 2016 reduced some
restrictions for independent lotteries (which are completely separate from the National
Lottery) although the Gambling Act still ensures they are run fairly to support charities and
other good causes. The removal of some red tape around how these lotteries were run was
partly to increase potential for fundraising across the UK, encouraging more people and
local communities to hold small lotteries and raffles. It also increased competition for the
National Lottery however, as these society lotteries (some of which also operate across the
whole of the UK, for example the Health Lottery), resident lotteries (e.g. The People’s
Postcode Lottery) or workplace lotteries have increased in size or number.
For 2017/18 National Lottery annual tickets sales were £6,951.7m33. This ‘pot’ was divided
between the UK Treasury (Lottery Duty), a prize fund for Lottery winners, project grant
funding to support ‘good causes’ as set out by Parliament and commissions paid to Lottery
ticket retailers.
National Lottery project funds are shared across four good causes: health, education,
environment and charitable causes (40%), sport (20%), arts (20%) and heritage (20%)
through national distributors chosen by the Westminster Parliament for their sector
knowledge and expertise. This partnership ensures the money is distributed following
Lottery guidelines and priorities to as many eligible projects as possible (including to
individuals which Lottery is not allowed to do) across the UK. The National Lottery
distributors are:
Arts Council England
Arts Council of Northern Ireland
Arts Council of Wales
British Film Institute
The National Lottery Community Fund
Creative Scotland

32
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The National Lottery Heritage Fund
Sport England
Sport Northern Ireland
Sport Wales
sportscotland
UK Sport

Previously known as The Big Lottery Fund until January 2019.
Camelot Group, 8 June 2018
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Drivers and focus for National Lottery project funding
Like arts council and agency funding, Lottery money through National distributor funding
programmes is gifted to organisations and individuals for the delivery of activities. These
activities are expected to be within the ‘good causes’ set out by Parliament, and the scope
of the distributing agency.
What constitutes ‘life-changing good causes’ is at one level led by Parliament (i.e. health,
education, charity, environment, sports, arts, heritage) with interpretation from national
distributors about how those translate within their sectors.
Example: The National Lottery Community Fund
The National Lottery Community Fund for example funds projects in line with its purpose
and aims and objectives set by the government but like all National Lottery distributors it
does not fund services which other parts of government have a statutory responsibility to
deliver. The National Lottery Community Fund in Scotland takes Policy Directions from
the Scottish Government.
Working in five-year funding timeframes the portfolio is spread across four funding
products all of which share the same three approaches: projects should be people-led;
make the most of the strengths of people and/or places; and demonstrate connectedness
in their locality for greater impact.
•

National Lottery Fund Awards for All Scotland is an open and ongoing fund
offering grants from £300 to £10,000 to support what matters to people and
communities. (A proportion of the Scottish Awards for All budget is distributed in
partnership with Creative Scotland, and sportscotland to extend reach.)
The Creative Scotland element supports arts-focused projects, with priority given
to work that: engages people from areas of high deprivation and removes financial
barriers to accessing creative activities; addresses rural isolation and encourages
activity in rural areas; engages older people, people in care homes and carers;
engages care leavers; supports integration of refugees and asylum seekers.

•

•

•

Grants for Improving Lives – grants from £10,000 to £500,000 to help people
facing challenging circumstances (one- or two-stage application process,
dependent on scale of grant applied for).
Grants for Community Led Activity – an open fund for voluntary or community
organisations with medium grants of between £10,000 - £150,000 to support
communities to improve the places in which they live and the wellbeing of those
most in need.
Community Assets – ongoing open fund for community groups and organisations
to help local communities address disadvantage or inequality through ownership
and development of buildings and assets. Priority given to disadvantaged areas,
and can be used for capital costs, revenue, acquiring assets.

Since 2004 The National Lottery Community Fund has distributed £1 billion in awards with
funding programmes ranging from small grants of between £300 and £10,000 to large
scale, multi-million strategic programmes.
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The National Lottery Heritage Fund covers the full breadth of natural, cultural and intangible
heritage, across the UK. Since 1994 it has distributed National Lottery grants amounting to
£8 billion across more than 44,000 projects to sustain and transform the UK’s heritage,
driving an inclusive and democratic approach to heritage.
Against a backdrop of political and economic uncertainty its Strategic Framework 2015-18
set out a programme of activity to invest in “heritage fit for the future” with strong
resilience and organisational development programmes, enterprise incentives and targeted
digital capacity building strands alongside its usual open programmes.
In its recently published Strategic Funding Framework 2019-24 the Fund continues to
acknowledge “uncertain times” for the heritage sector, and the need for resilience in the
organisations it funds, but also emphasises the need for greater diversity and inclusion. The
future of Lottery depends on Lottery ticket being purchased, there is therefore a prerogative
to listen to, and respond to the people responsible for Lottery income:
“Everything we do for the heritage of the United Kingdom is made possible by National
Lottery players. So we must spend their money wisely and the projects we support must
bring benefits to them and their communities. This demands of us an absolute commitment
to diversity and inclusion. Heritage defines what we all are. It must be accessible to
everyone.” 34
Account management support for applicants to its 2019-24 will be refined with a wider
range of accessible resources and targeted help to higher priority applicants “…who are
under-represented in our funding, and to those applying to us for the first time” supported
by a wider network of office and staff locations across the UK through a devolved
governance structure.
Stakeholder consultations conducted between 2015-18 also informed evaluation and
development of the organisation’s granting processes. Customers and stakeholders called
for maximum flexibility in its funding approach – to which The National Lottery Heritage
Fund has responded with a streamlined grant-making portfolio for 2019-24, with the vast
majority of its funding to be distributed through National Lottery Grants for Heritage (an
open fund for any type of heritage project from £3,000 to £5 million).
The Fund’s 2019-24 Framework also sets out support to help the sector diversify its income
streams and increase capacity, and there are clear messages encouraging innovation and
collaboration through the Framework:
“After a decade of reduced public spending, the financial environment for heritage remains
challenging. We will champion innovation in business models, and build capacity, skills and
resilience in heritage organisations to enable them to diversify their income.35
A small proportion of The National Lottery Heritage Fund’s income between 2019-24 will be
recycled through social investment loans and impact funds to help introduce heritage
organisations and projects to new funding, and lever new investment into the sector.
“We will build capacity in organisations to take advantage of repayable finance, and use
additional investment to grow the overall ‘pot’ available for heritage.” 36
34

Sir Peter Luff, Chair, National Lottery Heritage Lottery Fund, Strategic Funding Framework 2019-22
“Our Vision and Role”, National Lottery Heritage Lottery Fund, Strategic Funding Framework 2019-24
36
Ros Kerslake, Chief Executive, National Lottery Heritage Lottery Fund, Strategic Funding Framework 2019-24
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For 2019-24, all funding decisions up to £5m will be devolved to country committees in
Scotland, Northern Ireland, Wales and three new geographical areas in England (North;
Midlands and East; and London and South). This will see around 80% of the Fund’s annual
budget devolved, compared to around 45% under the 2015-18 framework.
“We strongly believe these investment decisions should be taken by people who live or work
in the areas and communities that benefit, and who understand the different strategic needs
and distinctive character of the heritage across the four countries of the UK.” 37
Lottery endowments
In addition to the national distributors, the National Lottery has at times extended routes
for the distribution of Lottery funds through strategic endowments, with a number
established in the 1990s and 2000s.
The benefits of endowments, beyond increasing distribution of Lottery funds, is in being
able to target specific policy areas to create impact and, working at arms-length to the
National Lottery, can take funding risks the Lottery itself would be restricted from doing. As
they are established for a fixed term, endowments can also build real momentum around a
focus area which can demonstrate significant learning and impact to stakeholders.
As an approach to investing in targeted support and development, time-limited
endowments are a tested, cost-effective model to delivering sector change and impact.
Example: Power to Change
Power to Change was set up as a time-limited endowment charitable trust with £150m
from The Big Lottery Fund (now The National Lottery Community Fund) in 2015 and will run
until 2024 (although it does not currently plan to distribute funds after 2022).
With a ten-year lifespan its challenge is to establish the most effective routes through
which to channel its funds and expertise, achieve the greatest impact it can, without
necessarily growing its own organisation.
This means providing money, advice and support to help local people come together and
‘take control’ of local businesses to benefit the local community. It also conducts and
commissions research to support advocacy, share learning around best practice and
contribute to the development of new initiatives.
“At a time when many parts of the country face cuts, neglect and social
problems, we want to make sure local areas survive and stay vibrant. We
do so by being bold, collaborative, open and informed.”38

Budgets
A concern for UK National Lottery Distributors in recent years has been a downturn in
Lottery budgets as ticket purchasing has slowed and competition in the marketplace has
increased. The reduction has been gradual but steady and has impacted on the budgets
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Ros Kerslake, Chief Executive, National Lottery Heritage Lottery Fund, Overview, Strategic Funding
Framework 2019-24.
38
www.powertochange.org.uk/about-us
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assigned to National Lottery Distributors, with continued reductions anticipated by some
distributors over the next 2-3 years.
With demand unlikely to reduce over the same timeframe however, National Lottery
Distributors may need to review priorities and criteria for their Lottery-funded programmes.
In Wales, Arts Council of Wales has just conducted extensive public consultation to gather
broad opinion to inform priorities for its Lottery funding for 2019-24 to ensure that “the arts
in Wales are truly for the benefit of all”39.
Capital
Significant investment of National Lottery money since the 1990s has been toward capital
projects. A key focus for Heritage Lottery Fund of course is the conservation, development
and sustainability of heritage assets for community benefit. Historically, The National
Lottery Community Fund Scotland (as The Big Lottery Fund) has also invested significantly in
capital projects.
Costs of capital projects have increased significantly in recent years. This means that a grant
of the same value that may have been sufficient to purchase or maintain properties five
years ago, are no longer stretching as far as they used to. As a result, more capital
applications now require a ‘match’ to be in place which increases complexity as application
decisions become dependent on other funders’ timescales.
Grant-making improvements
Many applications for national Lottery funding are made by voluntary or grassroots
community groups, and there are clear objectives to increase the diversity and breadth of
people and communities benefitting from Lottery-funded activities across the UK.
Voluntary or community groups may not necessarily have experience of applying for
funding, or may have difficulty articulating the projects they wish to realise in formal
funding applications. Many Lottery programmes now operate a ‘conversation first’
approach to applications. A call with a Lottery programme advisor or local office
representative is less daunting and time-consuming for potential applicants to find out
whether they’re eligible for funds. Initial feedback on this approach has been positive with
an increase in the number of grassroots organisations getting access to the funding they
need. Lottery programmes have also reported it allows them to more effectively channel
applications to the right funds and reduce the number of ineligible applications.
In 2018 The National Lottery Community Fund in Scotland also restructured from a
centralised, programme-focused organisation to a de-centralised place-focused structure
with teams established in five locations across Scotland. As well as creating a local
accessible contact for community groups and projects to approach about funding options,
the Fund anticipates this approach resulting in improved local knowledge of relevant groups
and activities, and more informed local funding decision-making. They also see greater
potential for local partnership building, and establishing a closer relationship with, and
relevance for the groups they fund through this approach.
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Peer support
Peer support is encouraged and supported by The National Lottery Community Fund with
practical guides and advice to help funded groups and projects set up and maintain peer
support networks40. From its experience, engaging the users of funded projects in active
peer support builds an immediate relationship between the user and the project which
improves its chances of long-term sustainability.
Arts Council England’s evaluation of its National Lottery funded Creative People and Places
(CPP) Programme (2013-2016) similarly found that its Peer Learning Network became a
valuable vehicle to share learning across the programme, as well as providing positive
challenge and support across the CPP network and supported the sustainability of funded
projects.41
In the cultural sector, organisations such as Diverse City (an award-winning performance
company committed to diversity and equality in the arts) directly involves local volunteers
to support and take part in its public performances. Working in this way has seen the
organisation benefit from new alliances that have both increased the representation of
disability in the arts on and off stage, and in their audiences.
For many cultural organisations however, meaningful engagement with audiences can be
difficult to achieve or sustain. Learning from models of peer support in other settings
therefore may provide insights into how cultural organisations could be supported to
develop and maintain engagement with diverse audiences.
Practical Learning and Best Practice from Lottery examples:
•
•
•
•
•
•
•
•
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Lottery funding strategies and funding frameworks evidence strong policy lead
with clear funding priorities delivering ‘additionality’ in support of good causes
Clear messaging and communication through funding frameworks
Pro-active consultation and dialogue with stakeholders to ensure funds are
spent on good causes that reflect their interests and concerns and are most likely
to transform communities across the UK
A responsive, flexible listening approach to funding programme design –
improving grant-making processes to increase the number and diversity of people
and communities benefitting from Lottery funds
Evidence of strategic interventions to support adoption of new income streams,
increase skills and capacity for resilience through development funds, and pilot
social investment and repayable finance schemes
Increased devolvement of funding decision-making – with greater control
devolved to national committees and regional teams
Account-management supported by a wider range of accessible online
resources, with one-to-one help targeted to priority applicants (e.g. underrepresented groups, first time applicants)
The use of place-focused structures and teams to increase knowledge about local
funding priorities, build stronger community relationships and partnerships.

Peer Support: Knowledge and Insights, (National Lottery Community Fund, 2018)
Creative People and Places: End of year 3 evaluation report (Ecorys for Arts Council England, 2018)
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•
•
•
•

Awards made suggest more grassroots organisations getting to the funding they
need
Conversation first approach reduces access barriers created by what (to some)
may be an intimidating written application process. It can funnel and reduce
demand on certain funds and speed up the overall application process.
A positive move away from solely desk-based assessment in some cases to more
accessible, person-friendly dialogue and support – complemented by strong staff
training and consistent objectives and priorities
Ongoing professional development for staff and teams around relationship
management and managing difficult conversation.
Anticipated reduction in National Lottery funds will necessitate tough decisions
robust stakeholder and customer engagement and clear sector support around
change will be required.
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SWOT 2: Of the Lottery grant funding model and practices
Strengths

Weaknesses

Using a network of national agencies to distribute Lottery funds ensures broadest
reach of the funds to benefit ‘good causes’ across the UK.

Using a network of national agencies to distribute Lottery funds can lead
to inconsistency in how those agencies might interpret ‘good causes’.

Funding priorities closely aligned to stakeholder concerns and national policies to
deliver ‘additionality’ for as broad a range of beneficiaries as possible.

Reliance on Lottery tickets sales means funding budgets at risk during
times of austerity and reduced customer spending.

Core purpose of Lottery organisations is grant-making – continuous selfassessment and improvement means best practice for grant-making comparisons.

Complicated or lengthy application processes could prohibit engagement
with the community and grassroots groups funders wish to attract – a
danger funds are not accessible to as many diverse beneficiaries as
possible.

Strategic investment into skills development, business innovation and uptake of
new finance to improve sector resilience.
Devolved decision-making to countries and regions ensures grants better reflect
different location needs, supported by wider network of offices and place-based
teams.
Adaptable grant models allow programmes to be re-focused and re-scaled to
respond to stakeholder feedback, fill funding gaps and be as effective as possible.
Targeted account management focuses on high priority applicants, increasing
access and supporting sector development from grassroots up.

Conversation first approach makes the front end of the application process
resource heavy as it requires personal one-to-one with all potential
applicants.
Greater flexibility in application and assessment processes, and devolved
decision-making may impact on consistent standards being achieved.
Higher numbers of smaller grants in open funds means higher number of
applications to assess and administer which can be resource heavy and
time consuming.

Two-stage application processes with light touch ‘conversation first’ approach is
less daunting and more accessible, followed by written application process.
Peer support encouraged and supported – valuable for sharing learning, providing
challenge and support and increasing sustainability of projects if users and
practitioners are actively and positively engaged in funded projects.
Professional development for staff, and training provided in relationship
management, managing difficult conversations with policy, guidance and training
around safety and wellbeing for staff working remotely.
Most programmes supported by online application and integrated grant
management systems increasing efficiency.
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Opportunities

Threats

Endowment projects can help to tackle specific issues or sector needs in a cost
effective, time-limited approach.

Reduced Lottery tickets sales affect future Lotter budgets and ability to
support good causes to the same level.

Long term policy trends can be reflected in strategic funding priorities - useful over
very diverse funding landscape.

Lottery purchasers may not aware of good work and impact of Lottery
funds if the projects funded don’t have relevance to their lives, or benefit
their community.

Consultation and dialogue with stakeholders ensures more investment gets to
issues / projects and communities of interest to ticket purchasers across the UK –
increases relevance and benefit of the Lottery to more people.
Conversation first approach can also identify opportunities where non-cash
support (e.g. access to development or peer support, or other programmes in the
locality) and reduces the number of ineligible applications.

Reducing budgets and inflation mean the value of grants awarded may not
be sufficient to fully support, maintain or sustain projects in the way they
did five years ago, resulting in the need for matched funding, and access to
other income streams.

Place-based teams better engaged with local activity and have better
understanding of local funding history and local priorities to support better
informed local funding decisions.
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Section 2 Summary
Successful funding model implementation comes from having a clear policy lead,
strategic direction and strong leadership to support and implement change. There is no
‘correct’ or ‘best’ funding model as each has to be shaped by the nation’s or region’s
specific context, policies, ecology and resources. Although some consistent approaches
and practices emerge from the research.
The majority of arts councils and agencies operate a triple funding route consisting of
recurrent or multi-year funds, open project funding and strategic or development
funding. Creative Scotland’s legislative functions do not include funding, but like many
arts councils and agencies it uses funding as a key mechanism for sector development.
Arts council funding priorities are driven to support artistic practice as a valuable and
necessary asset in civilised society, and national government policies and strategies
(creative industries, culture, cultural rights) with additional spill-over benefits to other
parts of the economy.
Dedicated National Lottery distributors funding priorities are driven by the interests and
concerns of lottery ticket purchasers, national government policies and funder strategy
focus (e.g. community and heritage) and to provide ‘additionality’ to benefit the lives of
ticket purchasers and support government funded services.
In the UK, continuing pressure on public funding (including the impact of local authority
cuts) is seeing a re-focus and re-prioritising of fund distribution through arts councils
and Lottery funders, a review of organisational structures and operating systems and
processes to deliver funds as efficiently as possible and target sector support around
change.
The UK has a lower proportion of government funding for culture than other countries
and therefore has comparatively less scope (and more pressure) around revenue funding
for organisations.
A small number of international agencies receive some annual income from Lottery
sources – but UK agencies are the most dependent on Lottery funds. With Lottery and
public budgets reducing, this puts far greater pressure on UK arts councils and agencies to
encourage adoption of skills and behaviours for more diversified income generation.
The most common approach to organising funding is still by artform discipline reflecting
the historic structure established in the 1940s when there were fewer recognised
artforms, fewer cultural organisations competing for funds, and fewer building-based
organisations with heavy running costs.
•
•
•

Some agencies find an artform funding focus helps identify specific artform
issues and development programmes can be designed to support.
Some agencies find an artform focus is detrimental to progressing diversity,
collaboration and innovation.
Most agree that more flexible approaches to funding that better reflect the
diversity of contemporary cultural practice and consumption are required to
encourage broader participation in the arts.
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Over half of agencies provide match funding, and just under half offer seed funding,
with UK arts councils and Lottery funders piloting and incentivising repayment finance,
micro-loans, crowdfunding and social investment in the last 5 years.
The majority of arts councils and agencies use peer assessment as part of their decisionmaking process for funding for organisations and individuals in the belief it is the best
way to assess quality and build trust with stakeholders. There are varied approaches to
selecting peer panels – the majority of peers report involvement in assessment processes
as positive.
Account management is an intensive and impactful way to support organisations
through applications, or organisational change, but is intensive, resource and skill
heavy. It can work well across small portfolios, or if targeted to organisations who need it
most. Some funders have prioritised marginalised groups, fist time applicants,
organisations at risk for account management.
Peer learning and support is growing in evidence and impact within grant funded
projects to foster deeper engagement, increase sustainability, share learning and support
specialist networks.
There is a general lack of understanding and trust around the ‘balancing’ of portfolio in
regular funding decision-making where peer assessment is not part of the process.
Common stakeholder requests in relation to funding include greater transparency in
decision-making, more flexibility in funding programmes and systems, increased account
and relationship management, more accessible application processes that reduce the
‘burden’ or intimidation of applying.
Many arts councils and National Lottery Distributors have adopted a two-stage
approach to funding applications to increase access and diversity of portfolios and
reduce application burden and fatigue. A first stage application may be an ‘expression of
interest’, or ‘light touch’ conversation with a funder representative.
Arts councils and Lottery funders have invested significant sums in the last two decades
into the sector’s capital infrastructure – with pressure on budgets increasing, it may no
longer possible to respond financially if organisations get into difficulty, increasing the
need for organisations to take more responsibility for sustainability.
Most arts councils and agencies have explored solutions to managing organisations
deemed ‘too important to fail’. Different approaches emerge including tiered funding,
account management and targeted change and development support.
Responding proactively to stakeholder recommendations and feedback can bring
positive change, but in solving one problem may create complexity elsewhere.
Place-based organisational structures and devolvement in decision-making (as opposed
to programme-focused centralised structures and decision-making) are increasing in
response to the devolution agenda, community empowerment and engagement in
decision-making
Most countries recognise a ‘national portfolio’ of organisations as playing an important
defining role for the nation’s arts ecology at home, and in representing the nation
abroad.
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There is a strong policy and national strategy lead to develop relevant and necessary
sector skills including governance, new business models, exploring more flexible
business structures, entrepreneurialism, innovation and collaboration, systems for
change and knowledge exchange, greater financial skills and digital skills.
The majority of arts councils, agencies and Lottery funders operate online grant
management systems for cost and resource efficiency in application administration and
assessment, and to positively impact access to funds.
Strategic use of endowments by Lottery funders have been used for cost-effective, timelimited interventions to build momentum and demonstrate real impact around particular
issues or sector needs
There is no expectation that grant funding budgets for culture will increase – most grant
funders are anticipating churn and change within portfolios, and potentially difficult
decisions and conversations with stakeholders over the next five years.
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Section 3: Finance and investment
Section 2 has explored grant funding models in use within the UK and internationally.
Section 3 sets out a short review and summary of comparable new approaches to investing
in culture and creative industries, some of which are already bring trialled or are in use by
arts councils and Lottery funders.
It’s out with the scope of this paper to review all finance and investment models – there are
many different finance options available. Emphasis has therefore been placed on
approaches where there is:
•
•
•

Evidence of adoption by cultural and creative industries organisations
Learning from interventions by other funders that could usefully inform decisionmaking as part of a Creative Scotland’s funding options appraisal
Illustration of models reflecting current cultural policy trends.

It draws on published research, information supplied by participating organisations and
interviews with personnel in those organisations between December 2018 and February
2019.
This paper has separated out ‘grant funding’ and ‘finance and investment’ as a means of
breaking down the research task, and to illustrate essential, relevant differences in the
mindset, eligibility, skills and resources that make these models more (or less) attractive to
funders and their clients. In real life these models exist in the same space and are open to
any eligible organisation seeking to engage with them, and to funders to adopt as effective
tools as appropriate.
A similar broad distinction would be that arts and cultural organisations (often charities) are
more likely to rely on grant funding models, with screen and creative industries companies
more likely to already be utilising finance and investment. Again, this is not always the case.
The language and definitions of culture and creative industries used in policy and
government reporting can be unhelpful with both terms often used interdependently.
The Scottish Government definition of Creative Industries is inclusive of cultural activities
and consists of sixteen subsectors that cover a wide range of skills, business models and
(economic) outputs including advertising, architecture, visual art, crafts, fashion and textiles,
design, performing arts, music, photography, film and video, computer games, radio and TV,
writing and publishing, heritage, software and electronic publishing and cultural education.
DCMS reports the Creative Industries contribution to the economy as coming from film, TV,
music and advertising industries (£101.5bn in 2017) and the Cultural Sector contribution as
coming from radio, photography, museums and galleries (£29.5bn in 2017) to the UK
economy.42
The Creative Industries therefore are complex and diverse, ranging from voluntary,
community-based arts activity to commercially successful businesses working in different
sectors of the creative economy. The sector is characterised by fluid networks of individual
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DCMS Sectors Economic Estimates 2017 (provisional): Gross Value Added, DCMS, November 2018.
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practitioners, freelance workers and micro-businesses often operating across more than one
creative discipline.
Unlike Section 2 where over 70 years of research, evaluation and testing of welfare grant
models exists some of the investment models summarised in Section 3 have had less
evaluation, particularly in relation to their impact in cultural sector. As a result, this report
reflects on common thinking around some of these models, examples of where they have
been adopted and learning that can be extracted from those experiences.
Creative Scotland is already engaged in feasibility studies, pilots and action research around
some of the approaches summarised here, therefore this is supplementary to those action
research projects, learning from which may also contribute to funding models options in
due course.
Drivers for new finance and income streams
At a sector level, strong overall messages have emerged from horizon-scanning around
change and the need to drive innovation and collaboration, not just in the cultural sector,
but across industries. This is not about operational innovation (e.g. shared back-office
functions and services, cost efficiencies, mergers). It is about an innovation-led economic
model where collaboration and benefit extend beyond the cultural sector through
knowledge exchange to support economic growth on a bigger scale.
The Creative Industries Federation’s How public investment in arts contributes to growth in
the creative industries43recognises that 60-years of public investment in the arts has built a
foundation for the current creative industries success story. Continued public investment
will enable further growth (at a local and national level), leverage more inward investment
and create a source of creative talent within the cultural sector, as well as ‘spillovers’ into
other sectors and industries.
Tom Fleming’s Cultural and Creative Spillovers in Europe44 reflects on these spillover effects
as:
•

Knowledge – where new ideas, innovations and processes developed in the culture
or creative industries, result in benefits to the wider economy and society (without
directly rewarding those who created them)

•

Industry – where dynamic creative businesses, artists and arts organisations
influence other sectors to the extent that they benefit the economy and society in
terms of productivity and innovation

•

Network – where the presence of a high density of arts and/or creative industries in
a specific location affect broader impacts and outcomes of the economy and society
e.g. through economic growth, regional attractiveness and identity for tourism (and
potentially negative connotations e.g. gentrification).

While this overall economic success story acknowledges public investment at its root,
austerity and pressures on public budgets mean a different future narrative where culture
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How public investment in arts contributes to growth in the creative industries, Jonathan Needlands (Creative
Industries Federation)
44
Cultural and creative spillovers in Europe: Report on a preliminary evidence review (Tom Fleming
Consultancy, Oct 2015)
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will need to increasingly exploit its natural entrepreneurialism and capacity for innovation
for its sustainability.
At an organisational level, the capacity for cultural organisations to be financially resilient is
heightened at times when funding cuts, inflation or unforeseen events put increased
pressure on organisational profits (reserves). This stress threatens the ability of
organisations to deliver their social or cultural value. Organisations can increase their
resilience to these external pressures in several ways, but the main methods are by:
1. Diversifying income streams – not having all income from one source means that if
one source is removed or reduced, there are other streams to fall back on.
2. Increasing surpluses (i.e. either growing income or reducing costs). If an organisation
has accessible profits to draw on, it is more likely to survive challenging
circumstances and be able to invest in innovation or growth activities.
3. Expanding the balance sheet (e.g. growing organisational assets such as building uses
which might result in income streams; intellectual property; or unrestricted cash
reserves that can be drawn on strategically when required).
The Scottish creative economy perspective
The Scottish Government’s continued policy and financial support of culture and creative
industries demonstrates its understanding of the importance of culture to the national
economy through inward investment, export potential and tourism, as well as social benefit
in relation to health and wellbeing. It also recognises the importance of culture and creative
industries to local communities in some of the more remote parts of the country, and their
contribution to inclusive growth45 and community empowerment.
Currently Screen and Broadcast has been highlighted as a creative industries priority with an
additional £10m a year of investment directly into film development in Scotland, as well as
developing a new industry-related skills strategy.
Example: Screen funding and support in Scotland
In November 2018 the Department for Digital, Culture, Media and Sport (DCMS)
announced record growth for the Creative Industries which had contributed £101.5bn to
the UK economy in 2017, an increase of 53.1% since 2010 (£66.3bn), growing at nearly
twice the rate of the rest of the economy since 2010. These figures primarily reflect
bumper growth in Britain’s film, TV, music and advertising industries.46
The film industry in Scotland has reflected this rapid growth over the last ten years,
benefitting from direct government policy support and interventions.
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Inclusive growth is defined as “Economic growth that creates opportunity for all segments of the population
and distributes the dividends of increased prosperity, both in monetary and non-monetary terms, fairly across
society.” OECD
46
DCMS Sectors Economic Estimates 2017 (provisional): Gross Value Added, published DCMS 28 Nov 2018.
For comparison, the Cultural Sector contributed £29.5bn to the UK economy in 2017, an increase of 38.5%
since 2010 (£21.3bn).
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Recognising the industry’s capacity for growth, and a need to decentralise film production
from London and the South East of England, the UK government introduced dedicated tax
reliefs and incentive programmes to support high-end television and film productions. In
Scotland these incentives and support have resulted in:
•

Production spend figures increase by 30% since 200747

•

The Production Growth Fund (which uses funds from the Scottish Government and
the National Lottery to incentivise film production in Scotland) generating £17.5m
for the economy48

•

An additional £10 million of Scottish Government investment for screen (taking its
total investment to £20m per year) for a dedicated screen unit to be established
within Creative Scotland to coordinate existing and new resources more
effectively.

•

Scottish film and television companies now listed within the Top 50 companies
with turnovers of more than £10 million.

Locked Box
Borrowing from private equity investment models popular in the UK in the mid-2000’s,
and following recommendations from the Film Policy Review in 2013, the Writers Guild of
Great Britain, PACT and Directors UK agreed a revenue-sharing deal in 2015 to incentivise
the creative teams behind successful British films and give them more ability to start their
own projects. This deal – known as a ‘locked box’ – is applicable to films part-funded by
the BFI Lottery fund.
Up to a 37.5% share of BFI’s recouped income from eligible film productions is put into a
‘locked box’ where it is held by the BFI until it is drawn down by the makers for
developing and producing future film projects. This ensures revenue from successful BFIbacked films is invested directly back into the British film industry, and enables those
responsible for the film’s success to create more film projects.
Creative Scotland has operated its own Locked Box since 2014 for film projects in receipt
of Screen Scotland/Lottery funding. It applies a maximum recoupment cap of £50,000 per
film project (irrespective of the grant awarded). 27 film companies have so far used the
scheme.
The Locked Box recoupment model is one that could potentially transfer to other
artforms as a means of reinvesting recouped income for creative productions.
Market failure
As identified the creative industries portfolio is diverse with organisations operating at
different levels, for different audiences, within different markets and using different
business models. It is a complex ecosystem made up of communities that interconnect at
different levels and in different ways.
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Provided by Scottish Locations Network and Creative Scotland.
Creative Scotland, News Releases, Film fund generates £17.5m for economy (21 Jun 2017)
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The more mature end of the creative industries (e.g. film, TV, fashion, design, music) already
employ a variety of funding and finance models and are evidencing growth that is also
attracting further investment from government and beyond. Some culture businesses (e.g.
crafts, festivals, events, some performing and visual arts) have business models and markets
of a size that enable them to more confidently explore new income routes.
The make-up of Creative Scotland’s portfolio however also includes many micro businesses,
freelancers and arts and cultural charities whose cultural content or services may be
inherently valuable as cultural assets, but do not have sufficient market demand to create or
sustain profit and therefore operate on a market failure model which requires subsidy to
sustain it - this is the reason why an economic welfare funding model exists.
For these organisations, the limits of their market and the scale of their organisations are
such that they are more vulnerable to change in their marketplace. For example, the impact
of digital innovation in the publishing industry means that once sustainable business models
are de-stabilised with some companies needing to fall back on subsidy to support the less
profitable, but still culturally important, end of their lists. For individual artists, an inability
to achieve sufficient income from their arts practice may require them to take on additional
jobs to sustain a livelihood, which erodes the time and effort they can spend on building a
profitable, sustainable creative practice.
The welfare funding model has supported culture and creative organisations based on
‘social good’ for decades. In turn the sector has grown utilising a charity legal structure
which endorses culture as a public benefit, and for many working in the sector, this is how it
should be.
“We think repayable finance is a really dangerous concept – it is being
treated like the magic bullet to unlock money for organisations, but
actually it puts organisations into debt, in a country where private and
personal debt is at an all-time high. Instead we need a government that
understands that charitable organisations need funding from the public
purse to undertake what the state used to do but has now stopped doing.”
Heritage organisation49
This combination of market failure and a charitable ‘mindset’ in the established cultural
sector, however, creates a potential challenge in terms of encouraging adoption of new
income streams. Although some charitable boards are very successful in their support of
repayment finance, crowdfunding and new business models in their organisations, a riskaverse board could also act as a barrier to the adoption of innovative processes and
business models.
In conversation with some place-based organisations for this research, they report that
many of the cultural groups that have grown out of their community engagement activities
have mostly developed either alongside, or outside the established arts ecology. Without
being influenced by the established norms of the sector they have largely chosen to sidestep charitable status in favour of CICs, cooperatives and social enterprise models which
offer greater flexibility in relation to funding and finance.

49

Qualitative quote from Repayable Finance in the arts and cultural sector survey (Nesta/MTM, March 2018)
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The idea that a standardised funding model could be imposed across this complex
marketplace – that would work efficiently, and harmoniously manage its many different
behaviours, structures and requirements – is impossible, because it does not exist. The aim
should not necessarily be to try and standardise the sector, but to look to the experience of
other funders and sectors for more adaptive, flexible, collaborative and devolved funding
approaches that will be more responsive to the complex cultural and creative landscape of
the 2020s and beyond.
Types of investment model and approaches
Funding Innovation: Making Money Work Harder, published by Nesta in 2018, provides a
detailed and full list of investment models and approaches available for funders. It would
be counterintuitive to reproduce Nesta’s work here in full. In summary, the types of
mechanisms available to funders and creative organisations today reflect substantial shifts
in recent years towards:
•
•
•

Repayment finance, micro-lending, community banks
The growth of social and community investing (e.g. crowdfunding, social and
community investment, credit unions, circular economy models)
Evolving approaches to community empowerment and the devolution agenda (e.g.
place-based investment, City Culture Compacts, Cities of Culture).

As we saw in Section 2, some grant funders are already offering repayable finance and
loans: Arts Council England’s investment into Nesta’s Art Impact Fund; the National Lottery
Heritage Fund’s introduction of social investment loans; Creative Scotland is currently
piloting a craft-focused credit union.
Alongside this there is targeted development support to encourage change and adoption of
new income through programmes such as Arts Council England’s Building Resilience
programme; Creative United’s Creative Industries Finance; and Arts Council of Wales
Resilience Programme to support national portfolio organisations in change.
These interventions are not substitutes for core funding, but additional support to help
organisations refresh and diversify their incomes.
Example: Repayable finance adoption in the arts and cultural sector
The demand for affordable and accessible repayable finance or social investment in the
sector is increasing, although only a small proportion of organisations are using it.
Based on almost 1,000 respondents to a Nesta survey across England50 15% of arts and
cultural organisations had taken out repayable finance by March 2018. Of these, the
majority of loans had been taken out by larger organisations that could predict a
significant turnover with which to repay debt finance.
16% of survey respondents expected to seek loans in the coming five years, with blended
grant/loan51 being the most sought-after source of finance. Respondents stated the most
popular use of the repayable finance would be to develop new revenue streams, scale-up
existing activities or acquire new tangible assets.

50
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Repayable Finance in the arts and cultural sector (NESTA/MTM, March 2018)
Part grant and part repayable loan (e.g. 20% grant and 60% loan).
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While the adoption rate is small currently, 64% of organisations that had used a loan said
it was a good tool to support their activities. Based on the survey findings Nesta
estimates £309m of repayable finance is expected to be sought over the next five years by
the wider arts and cultural sector (the equivalent of £62m a year, up from £29m in 2016).
The biggest barriers reported to taking out repayable finance across the arts and cultural
sector were the limited ability to generate income to repay finance received (57%),
followed by unfavourable loan terms (49%) and the lack of internal
capacity/time/financial knowledge to apply for and manage it (46%).
The last decade has also seen increasing activity from arts councils and agencies to engaging
in, and investing in, place-based investment that devolves spend and levers finance into
regional and local cultural activity.
In Scotland, Creative Scotland’s Place Partnership Programme and Creative Place Awards
have been trialled with mixed success. Arts Council England’s Creative People and Places
partnerships launched in 2013 (see page 94) and its recent (January 2019) commitment to
Culture City Compacts reflect the growing devolution agenda and are a strategic step in
maximising impact from arts council, local authority and other public/private partnerships
to support diversity and community decision-making.
Additionally, there is evidence of local authorities and government exploring how they
might utilise devolved powers to release equity for culture either through asset transfer, tax
benefits or tax raising (e.g. tourism / hotel bed tax). These are out with the scope of this
report, but they are mentioned as they are part of the overall narrative for financing culture
long-term.
Identifying an ambition for funding, and a direction of travel towards it, will be considered
as part of Creative Scotland’s Strategic Review. The relevant balance between funding,
finance, strategic development programmes and collaborative approaches to sustainability
and investment can then follow.
To inform options for the Funding Review, this report will review the following approaches:
1.
2.
3.
4.

Enterprise approaches
Innovation
Social and community investment
Place-based investment and initiatives
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1. Enterprise approaches
National enterprise agencies are non-departmental public bodies with a remit to encourage
enterprise, innovation and investment in business by connecting companies and
practitioners to markets. The primary focus of enterprise agencies is to deliver significant
economic impacts primarily through support and interventions that will:
•
•
•

Create sustainable jobs
Grow businesses (through access to finance, support, information and markets that
will help businesses thrive and go global)
Increase international business (through export or inward investment from global
businesses)

The Scottish Government is supportive of inclusive and sustainable economic growth52 (i.e.
growth that combines increased prosperity with greater equality) that develops a culture of
‘fair work’, and considers and reflects the dynamics of Scotland’s cities, regions and rural
areas.
In Scotland two enterprise bodies provide this strategic support and intervention on behalf
of the Scottish Government: Scottish Enterprise serving central and southern Scotland, and
Highlands & Islands Enterprise (HIE) serving the north. In March 2019 the Government
announced consultation on an additional enterprise agency for the South of Scotland.53 (In
England, Enterprise Zones and Local Enterprise Partnerships (LEPs) provide strategic regional
support for business growth to deliver on the Government’s long-term economic plan.)
In addition, publicly funded creative or cultural enterprise agencies provide some dedicated
advice within the sector, for example the Cultural Enterprise Office in Scotland and Creative
United and Creative Industries Finance in England.
Responding to national and regional government economic policy through regional (or
sectoral) enterprise agencies means each agency can tailor services to its territory,
responding to specific regional or sector challenges.
This section will look at two examples: Highlands and Islands Enterprise and Creative
Industries Finance.
Highlands and Islands Enterprise
Highlands & Islands Enterprise (HIE) is funded by, and is accountable to, the Scottish
Government with a remit to accelerate business growth in the region, strengthen
communities, develop regional attractiveness and support growth sectors, one of which is
creative industries.
HIE’s portfolio is diverse including energy, life sciences, food and drink, tourism, business
services, universities alongside creative industries. This includes businesses with
substantially different support and development needs and HIE has established strategies
and approaches in response to each. To deliver its creative industries strategy it has put in
place specific structures, support and development initiatives.
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Scottish Government, Growing the Economy Policy, Inclusive Growth.
In addition, enterprise centres (such as the Business Gateway) are publicly funded to support growth
through services, primarily for small businesses and sole traders.
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In delivering its Creative Industries Strategy it supports creative businesses through skills,
training and career guidance; advice and information; support with infrastructure, property,
transport and land purchase; community projects and cultural projects. As well as this
developmental work with creative businesses in the region, account managers can also work
with them to help them access business finance.
Traditionally enterprise agencies provide account managers to work with businesses to help
them assess their business needs for growth, identify the kind of support they require and
work with them over a time-limited period to help them develop, implement change or
access finance. A challenge for HIE is how best to reach and account manage a lot of small
businesses scattered across a large geographic area. As a tool account management can
reach only a fraction of the potential businesses it could work with, and can be resource
heavy.
HIE piloted and then established a network support approach for the region to augment
account management, increase its capacity and reach. The network comprises an annual
festival (XPO North) with ongoing network events and interventions which encourage peer
dialogue around key issues in the areas. Dedicated sector support is available to businesses
and individuals in the areas of screen and broadcast, craft, fashion and textiles, writing and
publishing, digital and technology and music. The support is free to access, is tailored
around the specific requirements of creative businesses, and is delivered by a range of
sector specialists with extensive experience.
This approach has resulted in HIE having a greater depth of engagement across the sector
than could have been achieved through account management alone, and is effectively
building local knowledge, partnerships and collaborations. For creative businesses it
provides a strong peer group (including peer mentoring and support), encourages
networking, partnerships and collaborations and, through the XPO North annual festival,
those connections are taken beyond the region to include international contacts and
opportunities.
HIE and XPO North provide training, support and networking for businesses at different
growth stages. The businesses can drop in and out of the network’s support offer as and
when they need. The support and advice on offer includes:
•
•
•
•
•
•

Specialist advice, mentoring and information
Access to industry (including HIE’s Creative Industries Network, XPO Annual
Conference and access to Scottish Edge54)
Access to networks (including graduate placement programmes and Just
Enterprise55)
Access to training (including training for emerging leaders, masterclasses and access
to training via the Institute of Directors etc)
Access to finance (including account management, advice with third-party
consultants and investment readiness support)
Access to markets (specialist advice in relation to export and international markets
and international online selling)
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Scottish EDGE is a £1 million fund which aims to support and encourage entrepreneurial activity in Scotland.
Just Enterprise assists social enterprises who show the greatest potential to grow and develop sustainably that could be in terms of income, employment or contracts secured.
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•
•

General business support (including workshops on new product development,
manufacturing etc)
Innovation support and Rights trading (including intellectual asset audits, workshops
for intellectual asset development, innovation grants etc)

HIE’s investment in the businesses it works with is primarily one of development support.
Like most enterprise bodies it does not have large funds to distribute itself, but account
managers can help businesses identify growth funding requirements, source and help raise
investment from the right funder or investors, help prepare the business to successfully
access the funds and in some cases pitch to investors on behalf of the business.
Where cultural businesses may have little experience of pitching to business investors, HIE
can help translate the proposed cultural activity into a business-facing proposal and advice
on budgets and finance.
The finance available through this route might be in the form of enterprise grants from
government (which are often paid out after the successful implementation of a project,
product or service and therefore require the applicant to be willing and able to put cash up
front and take a share in the risk), or investment or loans from third parties.
In order to access investment or repayment finance, the business or organisation must be
able to demonstrate what is called ‘investment readiness’ i.e. that the proposition being
pitched will be low risk to the investor (i.e. the loan is likely to be repaid) and high return
(i.e. there is profit returned on the investment). 56
The traditional view of cultural businesses however is more one of ‘high risk, low return’
which can be a barrier to accessing repayment finance in the sector. The high-risk profile is
due in part to the lack of tangible assets in some organisations, a lack of track record of loan
repayment, and a lack of awareness and inhouse expertise to enable some organisations to
become an attractive proposition for finance or investment.
Bespoke culture sector enterprise initiatives
Traditional grant funders have invested funds over the last decade into sector support,
enterprise agencies and pilots to try to increase the potential for cultural and creative
organisations to grow business skills, diversify income streams and access finance beyond
government grants.
Creative Industries Finance (which launched officially in 2018) has grown out of a long
process of action research and pilot projects initiated by Arts Council England in 2012.
Taking an enterprise approach, the pilot projects focused on skills, training and access to
finance tailored to the needs of cultural and creative sector organisations to encourage a
“culture of enterprise, innovation and sector resilience.”57
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For grant funders an application for regular funding might similarly request a business plan to asses an
organisations ability and capacity to deliver projects, and understand and mitigate the risk to its investment of
public funds. In the case of grant funding cultural impact rather than profit is more likely sought as a return.
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Creative United: Prosper, website March 2019
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Example: Creative Industry Finance58
Creative Industry Finance is a programme led and managed by Creative United, a CIC with
a remit to support the growth and development of the arts and creative industries across
England.
It has grown out of two intensive pilot projects funded through Arts Council England
strategic funds: the first in 2012-1459 which provided business advice, training and loans
of between £5,000 and £25,000 to micro-, small- and medium-sized creative industry
enterprises in London, Yorkshire and the Humber; and the second, called Prosper, which
ran across England in 2016/1760 which provided one-to-one business advice, workshops,
masterclasses, webinars and free-to-access online business support resources to 70 arts
organisations.
The aims of the pilots were to build and grow knowledge and experience around working
with cultural organisation to engage with new business and finance models that might
reduce dependency on grant subsidy and increase sustainability over the long term.
Findings from the pilots demonstrated both a demand in the sector for repayment finance
and business support, and success in opening up access to finance for organisations that
had previously been refused it or been considered too ‘high risk’ by high street lenders.
Participants reported improved business skills and commercial experience, with strong
evidence of improved confidence in their skills in order to access finance again in the
future.
The resulting Creative Industries Finance has now been rolled out as a programme
delivered by Creative United in partnership with a specially selected group of lenders, and
a network of expert business advisors to provide a combination of free business support,
and bespoke consultancy. The aims of Creative Industry Finance are to:
•
•
•

Enable the organisations it works with to become more resilient, or ready for
growth
Help create or strengthen business plans
Increase organisation’s understanding of routes to finance.

Arts organisations, individual entrepreneurs, museums and libraries can apply for free
business support through Creative United’s Prosper programme (funded by Arts Council
England) which provides nine-months of expert business advice and support to improve
resilience and commercial capacity to become ‘investment ready’. This includes one-toone advice, masterclasses, workshops, webinars and meet-ups.
After receiving business advice and support through Prosper, organisations can be
referred to appropriate lenders by Creative Industries Finance to apply for a loan.
Creative Industries Finance can then support them in preparing loan applications, help
them select the best lender for their needs working with their investment partners
including the Arts Impact Fund, Big Issue Invest, Fredericks Foundation, Hitachi Capital
(UK) Plc, Key Fund, Triodos Bank and Responsible Finance among others.
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Creative Industry Finance
Evaluation of Arts Council England's Creative Industry Finance Pilot (Tom Fleming Consultancy, 2014)
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Evaluation of, and learning from, Prosper business support project (Henry, Broughton, Jarvis, Sept 2018)
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Culture sector uptake and attitudes to finance
For many cultural and creative organisations profit or growth is not a primary motivating
factor in themselves – but they may be a motivation in order to reach bigger audiences,
create more or better-quality productions, increase artistic reputation or greater impact.
At a basic level however, for any organisation that employs staff, contracts or has
operational costs and overheads, some growth in income will be necessary in order to
maintain salaries, fees, operational and production costs in line with inflation.
As public budgets for culture have been at standstill or reduced over the last decade, it is
inevitable that for some organisations who rely heavily on grant funding, a higher
proportion of this may be directed towards core costs, with increasing pressure to raise
funds for production from philanthropy or self-generated income. Some organisations will
be better equipped to do this than others.
As part of Nesta’s evaluation of its Arts Impact Fund it published a survey to gather
responses and comment from organisations and individuals who had, and who had not
sought repayable finance in the past. The results of the survey illustrate some of the
benefits, but also the barriers to cultural organisations seeking loans and finance options.
The findings suggest that organisation that had used repayment finance in the past had
found it a positive experience, with the main barrier being able to find lenders willing to
lend to them.
Of those who hadn’t sought finance before, concerns were raised about the ability to make
repayments, the terms of a loan contract and having limited internal resources to manage
the loan process:
“Repayable finance would never be able to support our core objective,
which is an art one, as income earned is rarely sufficient to cover its cost,
let alone make a profit.” Literature organisation
There was also evidence of resistance to seeking new finance on a matter of principle:
“We’re strongly opposed to being pushed into seeking repayable finance.
We believe in government funding for the arts, for health and for
wellbeing, and believe this should be derived from tax and from the
National Lottery.” Dance organisation61
With an increasing necessity for organisations to further diversify income from other
sources, these attitudes raise questions not just about the priorities and criteria funders
might need to consider in the distribution of public funds in future, but also the pace with
which the sector may be able to assimilate change and adoption of new income strategies.

61

Quotes drawn from qualitative responses to NESTA survey, as published in Repayable Finance in the arts and
cultural sector (NESTA, MTM, March 2018)
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SWOT 3: Of the enterprise approach in the culture and creative sector
Strengths

Weaknesses

Entrepreneurial businesses are open to learning sustainable practices from
other industries – sharing knowledge and building resilience.

Small scale, low turnover, low profit nature of cultural businesses makes
them a less attractive offer for repayable finance and investors (high risk, low
return).

A motivation for profit-making and long-term sustainability are appealing to
investors (low risk, high return).
An ambition to ‘scale-up’ business or impact will increase chances of repaying
investments, re-investing profits into creative and business activities and
increasing sustainability.
Enterprise networks can enable and support partnerships, collaboration and
access to income within and beyond the cultural sector.
Requires building partnerships and collaborative working practices that support
knowledge exchange and sustainable income.
Emerging cultural policy supportive of entrepreneurial attitudes and activities.

Lack of business, communication skills to present a creative proposition and
understand the finance options to support it.
Underselling of projects, unrealistic budgeting and balanced budgets are
unattractive to investors.
Account manager model is cost and resource heavy, reaches a small number
of organisations and not the best mechanism for achieving broad sector
change.
Lack of tangible assets, track record in loan repayment, lack of inhouse
financial expertise or knowledge act as barriers to repayment finance options.

Successful pilots and action research evidence the potential for repayment
finance in cultural sector – for organisations with business models that can
support it.
Opportunities

Threats

Account managers for time-limited interventions to assist organisations at a
point of ‘need’ (i.e. change, growth, business planning, access to finance) can be
impactful.

Capacity for financial resilience in culture and creative organisations
heightened at times when funding cuts, inflation or unforeseen events put
increased demand on reserves and threaten ability to deliver social and
cultural value.

Opportunity to provide access to business and financial experts through a
regional network who understand the sector, and sector ecology, who can
provide informed support to increase enterprise capacity in organisations.
Funders invest strategic funds into intensive programmes that will ‘skill up’
parts of the community to be more resilient and financially enterprising – by

The different mindset, scale, skills of culture businesses may act as a barrier
to accessing or developing enterprise or loan finance, partnerships and
networks with other (non-culture sector) income.
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providing expert skills, training or recycling grant funds via small-scale loans,
match funds or social investment.
For account managers to support ‘translation’ of cultural asset to other funders
and investors.
Advice for better understanding of finance options and straightforward finance
contracts.

Focus on ‘triple bottom line’ may encourage cultural businesses to prioritise
social and cultural outcomes over economic or financial ones – which fuels
dependency on welfare grants.
A ‘welfare focused’ mindset may be a barrier to an entrepreneurial approach
- fuels dependency on public funds and philanthropy.

Training, support and peer networks to remove the fear of business and finance
and support the process of becoming ‘investment ready’ where business models
support investment.
Open funding and match-funding that allow room for profit and incentivise
seeking other investment (potentially with the funder as guarantor).
Network support model effective in sharing opportunities, learning, mentoring
and developing peer support effectively across large areas and smaller
businesses to achieve sector change.
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2. Innovation
Innovation has become a focus of government policy globally, recognised as a key ingredient
to addressing and solving the worlds big issues in terms of environment, social and health
issues, education, science and technology. These sectors are already supported by national
innovation systems that enable the sharing of knowledge and expertise to reach new
insights and solutions, quicker, for public good.
National innovation systems require embedding a culture of testing and exploration of
ideas, where new knowledge or insight is the goal, and where the network supports the
flow of learning and information among people, enterprises and institutions at a national, or
international level. An example of a strategic innovation system or network could be the
recent Creative Industries Clusters as outlined below.
Example: Creative Industries Clusters62
Nine Creative Industries clusters have been established in Bristol, Leeds, London, York,
Cardiff, Belfast, Dundee and Edinburgh with the aim to increase the use of digital
technologies to improve audience experience in the screen and performance industries
and shorten production times in the design industry. Led by the Arts and Humanities
Research Council the £80 million programme comprises nine creative clusters and a new
Policy and Evidence Centre, led by Nesta, in partnership with thirteen universities.
The programme will bring together world-class research academic talent with companies
and organisations, including household names such as Aardman, Burberry and Sony, in a
first-of-its kind research and development investment which will seek to deliver on the
Government’s Industrial Strategy objectives around productivity and earning power.
In industry, the anticipated outcomes of innovation may be knowledge exchange, new
products and new services, albeit with an economic or financial outcome that supports
ongoing sustainability of the company (e.g. recent dramatic changes in business models
provoked by new uses of the internet, or the impact of user-led innovation in mobile media
use).
In its Draft Culture Strategy, the Scottish Government sets out an innovation role for culture
with a priority to ensure productive connection across sectors with creative industries
adding value in terms of inventiveness, agility and creativity across all policy areas including
health and wellbeing, economy, education, environment, equality and diversity.63 At the
same time, it sets out in its ambitions for ‘sustaining culture’ the development of
programmes to support innovation (including digital innovation) that will help the sector
prepare for the future.
There is therefore a desire for the adoption of innovation by the creative sector both as a
system for knowledge exchange (public good) and potential for organisational sustainability
(economic and financial return).
Supporting innovation is not reliant on one particular approach – a range of funding tools
and development mechanisms can be adopted by governments and funders ranging from
62
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Creative Industries Clusters
Scottish Government Draft Cultural Strategy, “3.3 Contribution of Culture”
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pure grants, to commercial investments. The choice about which combination of tools and
mechanisms to implement as part of a funding model will depend very much on the
objectives of the funding strategy to be achieved, as well as the scale and kind of impact a
funder wishes to achieve.64
According to Nesta, the two common mistakes funders make in the design of innovation
funds are:
1. Paying too little attention to preparing the ground, sharing ideas and evidence and
helping the people who are developing ideas at an early stage to develop better
ones. This “failure to curate, encourage and educate generally means that
applications are lower quality, less inspired and less aware of what others have
tried.” Although this may mean a higher initial cost, it believes it is paid off by more
and better successes.
2. Failing to support taking ideas or opportunities through to scale, which requires
expert support and advice, and the ability to support ideas into networks and
partnerships that will help them achieve maximum impact. “Without a clear line of
sight to scale, funds risk supporting a range of interesting pilots with nowhere to go.”
An example of how one funder has taken its commitment to innovation through to scale is
outlined through the Canada Council for the Arts example below.
Example: Canada Council for the Arts: The Arts in a Digital World 65
In 2017, Canada Council for the Arts undertook a large-scale research project with the aim
to help ensure that the arts sector in Canada is positioned to take advantage of all the
opportunities presented by digital technologies, and to support artists and arts
organisations as they respond to the challenges posed by an increasingly connected
environment.
The findings from the survey (compiled from a dataset of 907 arts organisations and 2680
artists survey responses) evidenced that the costs of both initial investment in digital
tools, and then the ongoing time/resource cost required to properly harness the tools for
creative and business purposes, were the biggest concerns and blocks to digital
innovation.
In response, Canada Council of the Arts launched a programme of targeted investment
running from 2017-2021 to stimulate the digital transformation of the arts sector in
Canada. Its Digital Strategy Fund encourages and supports Canadian artists, groups and
arts organisations in understanding the digital world, engaging with it, and responding to
the cultural and social changes it produces. It provides an annual $88.5M fund for them
to draw against to do this.
The Fund is aimed at developing a user-centred culture of innovation, a rethinking of
organisational culture, work procedures and leadership styles, and the adoption and
deployment of available technological solutions. The Canada Council also specifically
encourages initiatives that embody the values and principles of both the digital world and
the Digital Strategy Fund, namely:
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Funding Innovation: Making Money Work Harder, Nesta, Nov 2018
The Arts in a Digital World, Survey Data Report, Executive Summary (Nordicity for Canada Council of the
Arts, Feb 2017).
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•
•
•

a focus on collaboration, partnership and networking
open-mindedness, and willingness to share knowledge, results, ideas and lessons
learned
experimentation, risk-taking and iterative development66.

An example of a project funded through the programme’s 2017/18 challenge fund was
led by Canadian Stage (one of Canada's leading not-for-profit contemporary performing
arts organisations) who partnered with a digital consultancy Culture Creates to produce
the country’s first metadata cooperative for the arts. Recognising the struggle arts
organisations have in keeping pace with changing digital tools and audience behaviours,
the partnership set out to development a digital tool to automatically extract, structure
and re-publish data on the websites of Canadian arts organisations giving them the
capacity to address trends and changing audience behaviours in both their programme
content and business approaches.
To see through its commitment to scaling digital innovation and adoption across its
portfolio Canada Council launched a special initiative in 2019 for core funded
organisations offering a ‘one-time initiative’ of up to $50,000 to support them in
evaluating their digital readiness and developing a digital strategic plan to support them
in:
•
•
•
•
•
•

Reaching new audiences and markets
Engaging the public in new digital ways
Build new partnerships and networks to improve digital capacity
Better collect and analyse data to understand impact
Improve specific areas of business with digital technology
Transform your business model for long-term sustainability.

This special initiative will enable organisations to:
•
•
•

Measure their digital readiness (digital maturity assessment)
Identify digital gaps and possibilities (digital needs assessment)
Create a plan for leveraging digital opportunities (digital strategic plan)

The Digital Strategy Fund and its implementation shows a national funder for culture
identifying a specific innovation goal, and employing a range of enterprise, grant and
challenge incentives to create a sector-wide shift in digital innovation that will support its
long-term sustainability.
Having access to finance in order to grow (as in the entrepreneurial approach) and innovate
is essential. The following example shows how funders can use blended finance to create a
loan fund that can be accessed by organisations alongside grant funding to make public
money go further and support the innovation process:
Example: Arts Impact Fund
The Arts Impact Fund was launched in 2015 by a public, private and charitable partnership
including Nesta, Arts Council England, Bank of America Merrill Lynch, Esmée Fairbairn and
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There is a rolling deadline for Digital Literacy initiatives under $50,000 with all other digital initiative grants
(ranging from $1,000 to $500,000) requiring a fixed application deadline.
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Calouste Gulbenkian Foundation. The combined (public/private) investment ‘pot’ was
used to stimulate demand for repayable finance in the sector, boost arts organisation’s
financial resilience and help them demonstrate (and grow) their cultural and social value.
Over the investing period of the Arts Impact Fund (summer 2015 – spring 2018) 20
unsecured loans totalling just under £7 million were made. There is an expectation that
all loans will be repaid by 2023. The loans ranged between £150,000 – £600,000
(repayable over 2-5 years) and were made to arts organisations with ambitious plans to
grow, achieve great artistic quality and have a further positive impact on society.
Financial approach
The repayment terms were flexible to fit around what the organisations could reasonably
afford. Capital repayment holidays and bullet capital repayments (e.g. payment is made
at the end of a loan) were allowed where necessary, and interest rates ranged from 3% –
8.25% depending on perceived risk, and the commerciality of the investment proposition.
Outcomes
The survey notes that a wider range of financial products needs to be made available for
arts and culture organisations (e.g. smaller-scale loans, finance repayable over a longer
period, more experimentation with performance-related investment).
It also notes that there was a need for the Arts Impact Fund partners to promote and
support uptake of the Fund which was done through attendance at other conferences and
events, and hosting of regional events focusing on alternative and repayable finance to
raise awareness of the Fund and its uses, and encourage applications.
Building on the success and learning from the Arts Impact Fund, the Cultural Impact
Development Fund was launched by Nesta in 2018 with £3.7 million to provide further
opportunities for ambitious organisations in the arts, culture and creative industries. It
will offer loans of between £25,000 and £150,000 with support to articulate, monitor and
evaluate their social impact.
The Cultural Impact Development Fund will also pioneer the use of financial incentives to
help organisations in the portfolio achieve their social impact targets. Organisations will
be able to get a reduction in the headline interest rate for loans with terms between two
and five years by successfully evidencing they have achieved their social impact goals.
Organisations already experimenting with new business models and innovation may be able
to weather changes in their marketplace or be more agile in adapting to economic impacts
than those largely dependent on welfare funds. The increasing number of CICs, social
enterprises and cooperative structures emerging within the sector may be better equipped
and motivated to experiment with different income options.
For organisations that rely heavily on public grants currently, or who may not have the
finance or resource to experiment with new models or income, adopting an innovation
approach may be a considerable shift in how the organisation currently thinks and operates.
There are opportunities for, and examples of, innovation in the culture sector which are
becoming increasingly familiar however, including crowdfunding, new online approaches to

66

patronage, micro-payments and donations to organisations, dynamic ticket pricing67 and
licensing live-to-digital broadcast (e.g. National Theatre Live). Organisations with leadership
and an internal culture that is open to innovation are more likely to experiment and adopt
new practices as part of their long-term planning.
In conversation with Francis Runacres, Executive Director Enterprise and Innovation,
Arts Council England
It is a volatile and uncertain landscape for culture - Arts Council England strategically
funds organisations to help them access funding (any) and finance (loans) that will
support long-term resilience.
In a traditional funding model, grants form one part of an organisation’s three income
streams (with self-generated income through retail, cafés or ticket sales and contributed
income - donations from individuals, trusts and foundations or business sponsorship
providing the other two). When pressure is put on one of these income streams, it affects
the organisation’s capacity for resilience.
Repayment finance can augment the traditional funding model, but it requires a different
mindset to successfully access it. For a sector that is naturally entrepreneurial in relation
to content and production, finance should be in more widespread use than it is. But
without incentives to adopt new business models or approaches, adoption will be slower.
Arts Council England has been strategically investing in resilience support and innovation
in different ways for over a decade. In the late 1990’s it created a Stabilisation Unit which
invested over £100million intensively into ninety arts organisations enabling them to
become more resilient and better achieve their missions. More recently its interventions
have included:
•

£1.8m invested over 2017-2019 in Building Resilience, a four-strand programme
supporting over 100 organisations and individuals from across our portfolio into
targeted development programmes delivered by third-party expert consultancies
or consortia68

•

£3m invested into Nesta’s Arts Impact Fund

•

£2m into the Creative Land Trust launched in February 2019, an independent
organisation that will provide financing to secure affordable workspaces in London

•

£21 million invested into small and medium sized organisations via Catalyst, a
programme to help organisations improve fundraising capacity and skills
development

These programmes and funds are about making opportunities for organisations, helping
them innovate, refresh and diversify their incomes. They are not a substitute for funding.

67

Dynamic pricing: an introduction, Tim Baker, Baker Richards for The Audience Agency, 2019
Delivery partners for Building Resilience include: People Make It Work (Change Leadership), Arts Managers
International (Fundraising & Revenue Diversification) School for Social Entrepreneurs (Diversity &
Entrepreneurship) and Cass, Capital Culture Exchange, Centre for Enterprise (Intellectual Property and Asset
Equity)
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SWOT 4: Of an innovation approach in the culture and creative sector
Strengths

Weaknesses

Supports systems and networks that share knowledge and expertise,
encourages collaboration and partnerships and helps to access finance
from more diverse sources.

Not enough expert business / financial advice available at an early
stage to help organisations develop better ideas, investment
applications, or to take successful pilots to scale (i.e. risk of funding
a succession of pilots with nowhere to go).

Innovation networks create spillover benefits for other markets and the
economy overall.
Experimentation, risk taking and iterative development (inherent in
creative practice) can be applied to business models if supported by an
organisation’s leadership and internal culture.
Many culture and creative business models lend themselves to new
income streams and repayment finance (e.g. mid- to large-scale
organisations with capacity and varied income streams such as ticket
sales, merchandise, intellectual property).

Limited access to funds/reserves that allow organisations to
experiment or innovate.
Limited capacity for some (smaller) organisations or business
models to generate sufficient income in the timeframes required to
repay finance.
High interest rates, short repayment terms, lack of debt history act
as barriers to accessing loans for some organisations.
Language of business and innovation finance daunting to
organisations with less financial skills and expertise.

Opportunities

Threats

Offer training and funds to support innovation, test new revenue
streams and partnership opportunities (e.g. match-crowdfunding,
challenge funds, micro-loans, seed funding, repayment finance, social
investment loans with favourable or longer repayment terms).

Innovation not understood or supported at leadership level and
across an organisation – leads to experimentation and innovation
being restricted and reduces potential for new income or
partnerships.

Provide training and expertise to help organisations better harness the
benefits of new technologies, confidently exploit creative assets, better
capture and analyse digital data and more diverse / deeper
engagement with audiences.

Artform silos and competitive nature of prevalent grant funding
model disincentivises authentic knowledge sharing, collaboration or
partnership working and acts as barrier to sector innovation.
Charity model may be a barrier to innovation in some organisations.

Supporting organisations and artists to engage in partnerships within
and beyond their own artform or sector that lead to new audiences and
income streams.
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3. Social and community investment
Drivers for social and community investment
At a global level, society faces many challenges (political, environmental, social, economic)
that require sustainable solutions – and finance and talent to resolve them.69 At the same
time people’s trust in banking and investment institutions has suffered as a result of the
2008 crash and the banking crisis.
In 2017/18 the Scottish Government undertook consultation in relation to its commitment
to establish a Scottish National Investment Bank to help companies grow and support
Scotland's economic vision.70 Consultation feedback was positive about the potential for a
new type of bank with a more ethical, socially-just and environmentally-aware investment
strategy. It also showed there was demand for additional support for small and medium
sized enterprises to help bring forward projects and businesses that might otherwise be
locked out of finance through a lack of commercial awareness or business planning
expertise.
Cultural policies internationally reflect a stronger emphasis on evidencing social, as well as
cultural and economic impacts. In the UK, government has pledged “a revival of grantmaking” as part of its aim to broaden the range of funding options for community initiatives
in its Civil Society Strategy71 reflecting that modern grants should combine flexibility with
accountability and performance, but also lever ‘additionality’ (such as philanthropic or inkind investment). The Civil Society Strategy also notes the government’s intention to
strengthen the Social Value Act72 expanding it to apply to grants and other areas of public
decision making such as planning and community asset transfer.
While social investment has cooled slightly in recent years (having been heavily promoted
by UK government a decade ago in support of ‘big society’) the cultural sector is currently
exploring it as a useful means of connecting cultural value with social impact (i.e. health and
wellbeing, community, education).
Social and community investment tools have the benefit of delivering triple bottom line
impacts, while introducing new income and skills to the sector and attracting investors who
might otherwise not have considered cultural investment options.
As a result, funders of culture are exploring these investment tools as a means of achieving
cultural outcomes, and economic and social impacts, which are crucial if the ongoing case
for public spending on culture is to be sustained.
‘Empowering through culture’ is one of the four ambitions in the Scottish Government’s
draft Culture Strategy, promoting every day and grassroots culture and creativity, and
opportunities for long term public/private cultural partnerships in deprived areas. This
indicates a strong intention for social impacts through culture, and opportunities for social
and community investment interventions to help realise it.
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The United Nations has identified 17 sustainable development goals for UN member states. The Sustainable
Development Goals set out activities required to achieve “peace and prosperity for people and the planet, now
and into the future” which are reflected in the policies of UN nations in relation to health and wellbeing,
education, poverty, gender equality, sustainable cities and communities etc.
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Scottish National Investment Bank: consultation report, The Scottish Government, Feb 2018
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Civil Society Strategy: Building a Future that Works for Everyone (HM Government, August 2018)
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Public Services (Social Value) Act 2012 (Department for Digital, Culture, Media and Sport)
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Active citizenship and community decision-making is growing, supported by the Scottish
Government, and at local government level (e.g. local authority Participatory Budgeting).
Much deeper, active community engagement in relation to cultural delivery will require
change within the established cultural sector, or more support for grassroots, communityled groups.
Common features of social or community investment models
A key imperative for this type of investment is that it delivers social or community benefits
in return. To access from this type of investment, culture and creative organisations
therefore need to have a much better understanding of what ‘social value’ is, and how they
can evidence it. Nesta’s 2018 survey into repayable finance in the cultural sector showed
that the most common areas where organisations currently record delivering social impact
are:
•
•
•

Employment, training and education (62%)
Citizenship and the community, including local economic generation (62%)
Mental health and wellbeing (52%)73

Nesta’s Arts Impact Fund aimed to evidence the impact culture can have on individuals,
communities and society as a whole in terms of education, health and wellbeing, local
economic regeneration and employment, citizenship and community.
National Lottery Heritage Fund announced in January 2019 that it would offer loans as well
as grants for the first time to support the outcomes of its strategic funding framework 201924. The aim is to incentivise heritage organisations to diversify their income and increase
financial management and enterprise skills. It is also a way for the Heritage Fund to recycle
some of its grant funding to increase impact around core objectives (diversity and
community engagement) and attract funds from other public and private sector partners,
some of whom might not have previously see heritage as an investment opportunity.
Charities and social enterprises can also use social investment to help them increase their
impact on society simply by being more efficient or sustainable e.g. by maintaining cash
flow, buying an asset or growing or kick starting an organisation.
Example: Key Fund & East Street Arts, Leeds
Key Fund is based in Sheffield and provides finance to help community and social
enterprises start up, become sustainable or grow. It receives funding from a number of
partners that support the growth of social impact including Big Society Capital, The Access
Foundation for Social Investment, National Lottery Community Fund, Cabinet Office,
Power to Change, Regional Growth Fund and Reach Fund.
Key Fund can offer loans of up to £150k through unsecured blended finance (80% loan
with up to 20% grant) for new and early stage enterprises who need finance to support
growth or become more robust. A typical investment is around £50k.
Standalone loans of up to £300k can be offered to community and social enterprises who
are more established and looking to further develop and grow their organisation.
East Street Arts is a contemporary arts organisation and charity, part-funded by Arts
Council England. It runs artist studio spaces in Leeds and has developed a strategic
73

Repayable Finance in the arts and cultural sector survey (NESTA/MTM, March 2018)
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approach to linking temporary or empty spaces to artists and other creative practitioners
across England.
In 2015 East Street Arts set up a separate social enterprise project and applied for a £110k
investment from Key Fund towards the development of an Art Hostel in Leeds.
The aim of the Hostel was to offer long-term, affordable and accessible accommodation
for artists to work and stay in Leeds. The social aim of the project was to support and
retain young creative talent in the city, while boosting the socio-economic development
of the area.
After successfully raising investment, East Street Arts opened a temporary Art Hostel for
two years. It enabled East Street Arts to safeguard jobs and create three new posts.
Located in the deprived Kirkgate area of Leeds, the Hostel also offered volunteering
opportunities to local people (15 in total) and used art as a tool to tackle isolation.
In just over two years the hostel hosted 10,000 guests from 115 countries, dramatically
increasing footfall to the area. East Street Arts is currently developing a brand new,
larger-scale permanent Art Hostel in Mabgate, Leeds part of an East Street Arts complex
of artist studios and a tech hub.
www.arthostel.org.uk
The cultural and creative sector tends to have a fairly strong ethical compass (evidenced by
current boycotting by artists and national arts organisations of certain non-ethical
sponsorships). Social investment gives organisations options to obtain finance from an
investor motivated by, or attuned to, the same social or community mission as them.
For social investors, the option of investing in projects that create a social impact or
community benefit may mean they will accept lower returns or be more flexible than
enterprise investors as the outcomes are both financial and social (although due diligence is
still required to ensure the financial viability, competence and governance surrounding a
loan application).
Eligibility for social or community investment (in terms of organisational structure) varies,
and there are many different forms of social enterprise, including charities, charitable
incorporated organisations, not-for-profit companies limited by guarantee, community
interest companies, co-operative societies, and community benefit societies. Social and
community investment can support a broad variety of projects and enterprises however,
providing cash at critical stages where there is a clear social or community impact.
Application processes vary, although most favour an initial phone call to assess eligibility
and investment readiness (some require a form or investment readiness survey to be
completed) before the applicant can progress to a next stage application.
Community Shares
With increasing pressure on capital funds accessible through arts councils, lottery and local
authorities, other approaches to acquiring capital through community share projects have
become more frequent in recent years e.g. community purchases of land, pubs or other
buildings important to local communities.
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The term ‘community shares’ refers to withdrawable share capital, a form of share capital
that can only be issued by co-operative societies, community benefit societies and
charitable community benefit societies. It can save local shops and pubs, finance renewable
energy schemes, transform community facilities, support local food growing, fund new
football clubs, restore heritage buildings, and above all, build stronger, more vibrant, and
independent communities.
Community Shares Scotland74 exists to raise awareness of the community shares model and
support communities who wish to raise money this way. The programme is funded until
2020 by The National Lottery Community Fund (Scotland) and the Scottish Government. It is
delivered by the Development Trusts Association Scotland, providing access to a strong
network of community organisations Scotland-wide. It offers hands on support to guide
communities through every step of the share offer process. Eligible organisations can also
access funded consultancy to help develop their business plan and share offer, and a grant
to help promote their share offer within their community.
Example: Farfield Mill, Sedbergh
Farfield Mill at Sedbergh in Cumbia provides open studios for weavers, craftsmen and
artists as well as shops and galleries and a heritage exhibition about the local wool
industry. It had struggled financially for some time, had been running at an operating loss
and had been kept going through grants and donations, which wasn’t sustainable.
It converted its legal structure to a Community Benefit Society to enable it to raise the
£365,000 it needed to pay its debts, and invest in the Mill as a heritage attraction (making
it more family friendly and relevant to the local community) and by investing in digital
infrastructure to help it market and manage its operation more efficiently.
The Community Benefit Society structure enabled the Mill to release 365,000 shares a £1
each. To become a member of the Society, a minimum of 50 shares (£50) had to be
purchased and up to a maximum of 30,000 shares (£30,000) could be purchased by any
one investor.
Shareholders became part owners of the Mill, they have a say in how it is run and, in the
future, provided the Mill can afford to do so, shareholders may receive interest on the
shares they have invested, or have their shares returned.
The share issue was being handled by an independent financial services company, Ethex,
which act as a conduit for ethical investment. For the share offer to work, the Mill had to
raise a minimum of £300,000. An offer of matched funding from Power to Change of
£100,000 reduced the balance to £200,000.
If the campaign had not reached the minimum target, shareholders would have got their
money back and the Mill would have closed (which employs 12 staff and has 20
craftspeople as tenants, as well as 60 other suppliers who use it as their retail outlet).
Farfield Mill succeeded in raising £343,395 from more than 700 investors, including
£100,000 from Coop UK's Booster investment fund.
www.farfieldmill.org
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Further detail about community shares can be found at Community Shares Scotland and Community Shares.
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Social investment loans
The majority of social investment providers offer repayable finance over an agreed term.
Some offer blended finance - part grant and part repayment loan. This assists with ‘start up’
phases or leveraging other investment into projects.
In some cases (depending on how the scheme is funded and managed), interest payments
received on loan repayments may go back into a ‘funding pot’ which is recycled for future
investments. In other cases, interest paid on loan repayments is returned to the investor to
keep, or re-invest.
Any profit made by a loan recipient is expected to be re-invested into a project or business
for social benefit (i.e. profits are not for personal benefit, although they may contribute to
salaries and employment costs).
As social investment is often taken up by charities or community groups that may not have
skills or experience of finance previously, social investment options often come with
mentoring included. This supports the client through the application process, helps keep
momentum during the project and increases the likelihood of the applicant being able to
successfully achieve the social impact or community benefit objective, and repay the loan.
Example: Social Investment Scotland & Edinburgh Sculpture Workshop
Social Investment Scotland provides affordable, flexible, repayable investment for social
enterprises. Its mission is to connect capital with communities to make a real, measurable
and sustainable impact upon people’s lives. It favours a light-touch application process
(an initial phone call) with support and advice throughout the investment process to help
applicants manage any difficulties they encounter in delivering their projects.
Loans can finance the purchase of assets or equipment, manage timing or cash flow
issues, or support a new enterprise start up.
The Edinburgh Sculpture Workshop (ESW) is a centre for artists production, research and
learning. ESW raised over £6.5m to build and equip a workshop facility in Edinburgh with
exhibition and residency spaces. It was developed in two stages between 2012 and 2014
with the finished complex providing a purpose-built environment for artists to work in.
As part of its fundraising toward the builds, ESW received £100,000 from Social
Investment Scotland through the Scottish Investment Fund, 50% as a repayable loan,
which was repaid ahead of schedule. As part of its expansion, the charity also created a
new income source through a café franchise. A £25,000 loan from SIS allowed ESW to
equip the kitchen and café area to complete a facility where workshop users, visitors and
the local community can meet and also engage with its work.
Power to Change invests directly in community businesses across England. It was set up as a
time-limited endowment charitable trust with £150m from The Big Lottery Fund (now The
National Lottery Community Fund) in 2015 and will run until 2024 (although it does not
currently plan to distribute funds after 2022). It drew on research and evaluation conducted
in its first years of grant funding, as well as core policy development areas, to target funding
into areas where it could deliver the most impact in the time it has and has devised grant
programmes to reflect these.
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Power to Change directly supports community businesses through a combination of open
funds and targeted programmes. It uses a mixture of grants, blended finance and share
options depending on whether it is working with start-ups, existing businesses needing to
grow or become more resilient, or community asset purchases.
It previously ran a Blended Finance programme where it partnered with Key Fund and Social
and Sustainable Capital (SASC). Its own grant funding was used to unlock extra investment
from social investors and lever more money into the community business sector. Through
these partnerships, Power to Change grant funding was used to make affordable social
finance loans available to community businesses who would not otherwise be able to access
appropriate capital.
Credit Unions
With artist livelihoods research75 evidencing the majority of artists earning lower than the
national average salary, and a high proportion of freelancers across the workforce, access to
career development loans and affordable finance via traditional lenders for cash flow, travel
costs and purchase of equipment to support new work or project delivery is difficult.
The government and the Financial Conduct Authority have begun to crack down on highcost payday lenders and for a time have actively encouraged the setting up of, and use of,
credit unions as a more affordable alternative for individuals seeking finance.
A credit union is a co-operative and mutual financial service provider that is owned and
controlled by its members, offering loans, savings and other financial products to its
membership. They are focused around a ‘common bond’ which is normally geographic but
can also be an employer (e.g. police service) or an association (e.g. housing association,
trade union).
Credit union members can choose to save as little or as much as they can afford, and can
access loans suited to their needs at affordable rates (usually capped at around 3% per
month), within the limits of the fund (i.e. there may be an upper lending limit).
Credit unions can provide access to affordable finance and for some the ‘common bond’ of a
union can be appealing in itself and American examples illustrate this around an artform
specialism e.g. The Actors Federal Credit Union, Creative Arts Savings and Credit Union.
Following some development work with the Scottish Guild of Credit Unions, Creative
Scotland is currently supporting a trial of a Credit Union partnership between Craft Scotland
and the Castlemilk Credit Union. This is intended to provide the opportunity for third-party
financial provision for craftmakers accredited by Craft Scotland. Creative Scotland is
underwriting the scheme up to £30,000, thereby sharing the risk to the lender in this startup phase.
Criticism of credit unions include a lack of professionalism, or inability to keep pace with the
demands of running a modern financial service. Credit unions are subject to more stringent
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Livelihoods of Visual Artists: 2016 Data Report (TBR, December 2018); The Working Musician, Musicians
Union (DHA Communications, 2012); Arts Pay 2018: A Summary of Pay and Earnings in the Arts Sector (Arts
Professional, 2018)
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rules on how they can raise cash, and many seem to be under pressure to afford rising
regulatory and technology costs.
Although being registered under the Credit Unions Act 1979, the Co-operative and
Community Benefit Societies Act 2014, and regulated by both the Financial Conduct
Authority and the Prudential Regulation Authority, eight credit unions collapsed in 2018
affecting 14,000 customers with more than £25m in savings.76 Some of the collapses were
as a result of fraud committed either by members of staff or directors, with several others
avoiding collapse but suffering losses for the same reason.
For funders looking at sponsoring or guaranteeing a credit union approach however, they
could be a relatively low-cost way of facilitating access to finance for artists and creative
businesses (if a fixed guarantee is all that is required to underwrite and minimise risk for the
members of the credit union linked to it). As with all loan options, the risk of non-payments
may mean a reputational link to debt collection from individuals that funders would prefer
not to have, or ensuring the reputation of funds so that stakeholder savings are
safeguarded.
Crowdfunding
Crowdfunding has increased as a fundraising tool in the last decade as a means of financing
projects, groups, organisations and individuals through small contributions from a large
number of backers (rather than large amounts from one or a few sources). It is also
demonstrating impact in engaging communities with civic crowdfunding schemes enabling
community empowerment and decision-making around culture.
Creative Scotland commissioned Paved with Gold77 to explore how Creative Scotland could
further develop its understanding of crowdfunding as a means of helping creative
businesses access sources of finance. The report outlines the common features and types of
crowdfunding (e.g. those based on donations, rewards, subscriptions, equity); online
platforms that support crowdfunding and their suitability for different arts forms (e.g.
Unbound for literature/self-publishing; Seed & Spark for film); and recommends Creative
Scotland assesses and pilots match funding for creative industries in Scotland, which is
currently underway.
Other pilots have also taken place across the cultural and creative industries, with Nesta
producing a range of research and evaluation reports to draw together evidence of impact,
and learning from crowdfunding across the sector. Two principle projects have taken place
in the last five years however that can be drawn on for this report.
The first is by Nesta - Matching the Crowd78which was published in 2017 to draw together
findings from a pilot programme between the Department for Digital, Culture, Media and
Sport, Heritage Lottery Fund, Arts Council England and Nesta.
Example: The Arts and Heritage Matched Crowdfunding Pilot, 2017
Following an ambition set out in the 2016 Culture White Paper DCMS, Heritage Lottery
Fund, Arts Council England and Nesta established a matched crowdfunding pilot with two
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funds: a £125,000 ‘Artist+ the Crowd’ fund provided by Arts Council England; and a
£126,500 ‘Heritage+ the Crowd’ fund provided by Heritage Lottery Fund. The objectives
of the pilot were to:
•

Understand if matched crowdfunding can lever more money from the crowd and
make public money go further.

•

Test which form of matched crowdfunding is most effective and how matched
crowdfunding effects projects.

•

Explore the non-financial benefits of matched crowdfunding.

The key insights drawn from the pilot and wider match-funding project were:
•

Crowdfunding can help arts and heritage projects achieve significant financial and
non-financial benefits, and that match funding can substantially increase the
uptake of crowdfunding within those sectors.

•

The offer of match funding acts as an incentive (and in some cases is the primary
reason) for fundraisers to set up crowdfunding campaigns (although it was not a
motivating factor for backers in their decision to donate).

•

The real value in matched crowdfunding is in the opportunity to lever more than
just money: it includes opportunities for new partnerships, collaboration and
networking; greater promotional and potential audience reach for the project and
organisation; and new skills development.

Therefore, funders considering developing a matched crowdfunding approach should take
into consideration (when assessing costs, resources and risks) the financial impact and
non-financial benefits as a means of increasing the resilience of the organisations they
support through crowdfunding.
The report findings also suggests that, while crowdfunding is often heralded as a tool that
can help fundraisers easily attract a global audience, the pilot evidenced it primarily as a
way for fundraisers to connect with local people and their money - in the majority of
cases backers lived less than 20 miles from the project they gave to and the majority
stated that they were going to see or experience the project in person.
This suggests that, as a tool, it is well suited to supporting place-based activities or
creating deeper engagement within particular communities and audiences.
The second was commissioned by Crowdfund London79 which draws a qualitative evaluation
of the Mayor of London’s match crowdfunding scheme which piloted in 2014 and has since
been run out as a major strand of the Mayor’s 2018-22 cultural strategy.
Sadiq Khan’s mayoral election pledges strongly emphasised that, while previous city
strategies had focused on jobs and growth, his would focus on jobs and growth for all
Londoners. With the launch of his cultural strategy for London in 2018 - Culture for all
Londoners – he sets out a vision for the city prioritising ‘people’ and ‘place’ through four
strands of activity and related policies to support grassroots projects, protect and sustain
London’s cultural infrastructure, develop creative core skills and training (particularly in
79
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relation to adult learning), and continue to support London’s role as a global player in
cultural products and tourism.
Crowdfund London has been a successful experiment in a new kind of public-private
partnership where the city authority provides ‘additionality’ that helps to lever funds from
other sources and develop skills that support the sustainability of projects once they’re up
and running.
Example: Crowdfund London
Crowdfunding was piloted in 2014 by the Greater London Authority’s Regeneration team
as an experiment in collaborative regeneration and civic crowdfunding for London. It
enabled Londoners to propose local projects, access funding pledged by the Mayor (as
‘one of the crowd’) and receive support from the GLA Regeneration team to help them
bring their idea to life.
Following the pilot, the programme was formalized as ‘Crowdfund London’ with £4m in
funding available between 2018-2022 from the Good Growth Fund (a £70 million
regeneration programme to support growth and community development in London
working with the London Economic Action Partnership).
The programme is administered by online crowdfunding platform Spacehive 80.
Model
Any local organisation or group can develop a project for the benefit of the wider
community, and anyone (public, private, corporate, individuals) can back projects with
finance and offers of support.
To be eligible, groups need to be constituted in some way, and be delivering projects for
local public benefit. They need to post and promote projects via the Spacehive platform
against a deadline.
The Mayor can pledge up to £50,000, or up to 75% of the total project cost, to support
ideas that best demonstrate local support. If a group hits its crowdfunding target, the
project goes ahead.
Proposals are assessed (against criteria including innovation, deliverability, value for
money and wider impact) with a Mayor pledge made once some campaigning has taken
place and some level of community support has been generated. In this way a Mayor
pledge can de-risk or catalyse the rest of the crowd to make sure a campaign is successful
(particularly helpful where a project is not necessarily a glamorous or populist idea) but
won’t pledge enough to instantly complete campaigns.
By 2018, four rounds of Mayoral Pledges had taken place through Crowdfund London with
269 pitches from small, diverse, community-led projects. The Mayor had pledged a total
of £1.24m across 82 projects, of which 77 were successful in reaching their targets, and
74 went on to deliver successfully.
Key learning from the Crowdfund London pilot evaluation81
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Beside cash raising, the pilot increased awareness and knowledge within the Greater
London Authority (GLA) of local organisations that were valuable to its wider strategy
delivery and place-based approach to regeneration. In delivering the pilots and working
with communities at a grassroots level, it:
•
•
•
•
•

Increased awareness among London citizens of the work and role of the GLA in a
positive way.
Created new and stronger social integrations and relationships within
communities, creating a sense of belonging, improved self-worth, feelings of
safety and better social lives.
Improved partnership working with local businesses bringing cash as well as nonfinancial support.
Increasing professional skills through project management and delivery and
improved confidence.
94% of campaigns succeed after Mayoral backing, compared to a 47% average
without a Mayoral pledge on the platform used. 95% of successful campaigns
backed by the Mayor go on to deliver successful projects.82

Changes that have been introduced to Crowdfund London for 2018-22 delivery
The ecosystem for civic crowdfunding is still young, therefore there is a need for the
Crowdfund London to be active in stimulating and attracting a critical mass of project
promoters and backers to make it a success (the pilots showed that GLA’s Mayoral
pledges increased the potential backer yield year on year).
To be successful the project needs to be inclusive and accessible to all, which requires
expertise in helping all types of communities to participate, clear and consistent
messaging, and an easy online user experience (for all skill levels) to support that.
Crowdfund London was singled out by the World Government Summit (2016) as one of
the leading government innovations from around the world.
Match-crowdfunding can therefore deliver strategic objectives with cultural, community
and social benefits. It can encourage grassroots projects, develop core skills within
communities, support community leadership and decision-making and promote positive
diversity and engagement in cultural activity in localities.
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SWOT 5: Of social and community investment approaches within the culture and creative sector
Strengths

Weaknesses

Demonstrates positive social impact and community benefits of culture
in terms of education, health and wellbeing, local economic
regeneration, employment, citizenship and community – crucial for
‘making the case’ if public spending on culture to be maintained.

Understanding of what ‘social impact’ is and how to evidence it is not strong
in the sector.

Increases in community ownership schemes as public funding
shortages reduce investment to capital projects.
More flexible loan terms than enterprise finance, from sources aligned
to sector ethics and establishes loan track record (credit score).
Investment usually comes with mentoring to upskills applicants,
increase chances of project success and (loan repayments).
Community investment models encourage active participation and
involvement with communities which increases sustainability, builds
local audiences and ‘relevance’.

Success of community ownership as solution to shortages in capital funding
requires communities to be actively engaged and see value in the role of
those organisations for community benefit – requires cultural organisations
to have closer, responsive relationship with local communities and
audiences.
Non-charity legal structures are required for some forms of investment (e.g.
community bonds, shares, cooperatives).
Ecosystem for match crowdfunding is still young therefore needs active
promotion and endorsement by funders to encourage both uptake by
organisations and donations by backers.

Match crowdfund schemes increase donations and chances of projects
reaching targets.
Opportunities

Threats

Strengthens evidence of value and impact of culture on society.

Greater community ownership and decision-making may have un-intended
negative impact on cultural ecology as a whole.

Government support for community, grassroots and social
interventions may unlock partnerships and finance from other routes.
Funders can use social investment tools to lever additional investment,
support and partnerships to the sector.
Builds strong engagement with local communities, trust and mutual
support.
Creative Scotland is already piloting some social investment models
(match crowdfunding and credit union).

Without genuine community roots and support, community projects are less
likely to succeed long term.
Risks to funders in relation to debt collection from individuals or collapse of
funds through credit unions.
Lack of diversity on charitable boards not necessarily representative of
demographic organisation hoping to engage through social or community
investment projects.
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4. Place-based investments and initiatives
Place-based approaches to funding are not new. Since the urban planning booms of the
1960s, particularly in the US, there has been an attempt by governments to respond to the
needs, assets, systems and structures of places – at an economic and a social level – to build
thriving communities.
Place based as a term is commonly used to describe:
“…a range of approaches, from grant-making in a specific geographic area
to long-term, multifaceted collaborative partnerships aimed at achieving
significant change. In most cases, it is more than just a term to describe
the target location of funding; it also describes a style and philosophy of
approach which seeks to achieve ‘joined-up’ systems change.” 83
These approaches, at whatever level they are implemented (national, regional, local)
require a reconfiguration of relationships within those places (e.g. between local
government, the private sector and citizens) to realise change, usually through collaborative
efforts. Part of the purpose is to build capacity or empower the community to take charge
of its own future, and to enable sufficient social capital and networks that the community
can sustain the positive impacts achieved through change.
This empowerment and choice is referenced by Bob Palmer and Greg Richards in their
Eventful Cities reflecting that the pressures of globalisation, economic restructuring and the
need to establish new civic identities have seen cities the world over look to their cultural
assets and resources to become distinctive, to regenerate and achieve creative economic,
social and cultural prosperity:
“Cities of today face two choices. Either they develop to meet the
challenges created by the pace of global change, or they resist the impulse
for transformation and stagnate. At a time when economic systems are no
longer predictable, in order to remain competitive, cities are turning to
strategies that focus on their own innate resources – their histories,
spaces, creative energy and talents.”84
A review of the literature for this report shows that there is no one way for a funder to
organise place-based activity – there are a large variety of options that can be drawn
against, depending on the strategic purpose or outcome desired.
In the last decades we’ve seen examples of this on the world stage in terms of Olympiad
cultural programmes and European Capitals of Culture, to UK Capitals of Culture and more
local examples with Heritage Lottery Fund Great Places Awards, Arts Council England
Creative People and Places, and Creative Scotland’s Creative Place Awards. More recent
examples include Waltham Forest announced as London’s first Borough of Culture in 201985,
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and the launch of the Creative Land Trust86 to provide finance for affordable artists
workspace in London, and the London Mayor’s Creative Enterprise Zones.
Example: Creative Enterprise Zones, London87
Lambeth, Croydon, Hounslow, Lewisham, Haringey, Hackney and Tower Hamlets were
announced in 2018 as the first Creative Enterprise Zones as part of the Mayor of London’s
cultural strategy in order to support artists, small creative businesses and local people,
create jobs, training and over 40,000 square meters of affordable workspace.
The £4m grant from the Mayor’s Good Growth Fund is expected to lever more than £30m
of investment into the designated areas.
Each Creative Enterprise Zone will take on its own distinctive character and focus:
Lambeth will place emphasis on affordable space for the next generation of creative
talent; Croydon will focus on initiatives designed to encourage creative businesses to the
area; while Hackney Wick will protect and grow an artistic hub. Hounslow will leverage its
role as London’s centre for TV and film, Lewisham is making the most of its current
student and artist population to drive further growth, and Haringey will focus on
supporting fashion and furniture manufacturing.
www.london.gov.uk
In January 2019 the Department for Digital, Culture, Media and Sport announced proposals
for a UK Towns of Culture competition to “reap the benefits of a period of national
exposure”88 driven by a desire to make the most of the economic and social benefits of
place-based investment. An existing model for these can be found in Creative Scotland’s
Creative Place Awards which ran between 2012 and 2014 to recognise communities where
people worked together to celebrate and promote their town, village or area through the
arts and culture. The awards enabled them to build on their strengths and to try new things.
This shows significant investment and effort in long term planning at government, local
authority, city levels to both explore and harness the potential of culture in contemporary
society.
Example: Cultural Cities Enquiry
In February 2019 the Cultural Cities Enquiry89 published its report into how cities can
radically increase their ability to drive inclusive growth through culture.
The Enquiry draws on research, and national and international models of successful placeand city-based approaches, which together make the case for culture’s contribution to
growth, tourism, international reputation-building, talent, urban regeneration, inwardinvestment, health and wellbeing and building stronger communities.
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The report pivots on four key recommendations around Leadership, Investment, Talent
and Place.
1. Leadership – the establishment of Cultural City Compacts to provide strategic
cross-sectoral local leadership, drawing together partners from city government,
culture, business, higher education and local enterprise partnerships.
2. Investment – including Corporate Social Venture Funds to provide local vehicles
for social investment; enterprise development for cultural organisations;
contactless donations from visits; extension of tax reliefs; and exploration of new
devolved fiscal measures (including business investment districts and tourist
levies).
3. Talent – encouraging greater diversity of cultural leadership; and coordinated
approaches to development of creative talent in cities, supported by additional
flexibilities to apprenticeship levy rules.
4. Place – Strategic use of cities’ cultural property assets, through a range of
sustainable approaches to a city’s portfolio of cultural assets.
Cultural City Compacts
The report sets out the purpose of a Compact to bring together local partners to co-create
and co-deliver a holistic vision for culture in cities:
“The Compact will support collective, coordinated action to grow and
sustain the cultural ecosystem in a city, aligning activity and funding,
and leveraging additional human, financial and property resources, in
support of agreed local objectives. The Compact will be the primary
vehicle for discussion between local partners and with government
about how best to deploy culture for the city.”
It sets out that each Compact’s geographical scope (e.g. City/City Region) and strategic
partners should be locally determined, but its partners must represent the range of
stakeholders with a key interest in maximising value from culture. It states that cultural
organisations and funding agencies must be involved, but also a wide range of public,
private and third sector bodies (e.g. local authorities, NHS, schools and further/higher
education, enterprise agencies, Chambers of Commerce, housing associations, NCVO and
their members, community groups, artists groups and collectives, businesses, landowners
and developers).
It recommends that governments should recognise Compacts as the primary local agency
for dialogue on cultural issues and provide small amounts of match funding according to
need, to help establish Compacts, endorsing their ambitions.
Corporate Social Venturing
The Enquiry argues:
“There are many opportunities to access new and enhanced sources of
investment in culture, if cultural organisations and projects can offer
compelling investment propositions to a wider range of public and
private investors.”
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It goes on to say that for this to happen the culture sector and its organisations must be
able to show they will deliver cultural, social and financial returns through urban
regeneration, place-making, innovation in the creative and digital industries, health and
wellbeing and creative skills development and career pathways.
Along with scaling enterprise partnerships, business skills, harnessing technology and
supporting repayable finance, City Compacts could support Corporate Social Venture
Funds to drive investment from businesses, city institutions, social investors and
philanthropists to provide repayable finance and business support to grow local social
enterprises with a cultural or creative focus. The aim would be to provide affordable and
flexible small-scale loans (below £150k), with successful organisations paired with experts
to partner them as they grow.
Place
In relation to Place, the Enquiry notes:
“There is an opportunity for cities to make more strategic use of their
cultural and heritage property assets, and those owned by other public
sector parties, in support of local economic development plans. This will
enable cities to capture greater value from regeneration for
reinvestment into the city, and better insulate the cultural sector from
land value rises.”
It recommends supporting portfolio approaches to cultural property assets (where
appropriate to do so) with Governments supporting cities by funding viability studies to
establish portfolio asset management approaches, and that cultural activity is prioritised
within city spatial plans, and that planning policy, licensing and business rates are aligned
to help enhance the cultural estate. It notes a number of models which are generating
civic returns on a sustainable long-term basis, ranging from studio spaces (e.g. WASPS in
Glasgow) and community-owned creative workspaces (e.g. Baltic Creative in Liverpool), as
well as new approaches to public parks and creative enterprise zones.
Does an infrastructure already exist in Scotland?
The Cultural City Enquiry draws on existing research and best practice models, many of
which are Scottish-based (Glasgow City of Culture, WASPS in Glasgow, National Theatre
Scotland).
Drawing on the Scottish Government’s own city strategy for this research highlights that it
and Scottish City Local Authorities already have a framework for collaboration in place to
strengthen collaborative action across the country, including a Scottish Cities Alliance to
attract international investment to its seven cities and city regions.
Scotland’s Cities: Delivering for Scotland90 highlights a characteristic of successful cities as
ones with a distinct quality of place, amenities, retail and cultural offerings to attract and
retain talent, investment and visitors.
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There is therefore Government recognition and support of the benefits of national
collaborative working in Scotland, a city and regional infrastructure and models already in
place which could carry forward some of the recommendations around City Compacts and
Corporate Social Venture Funds, and successful examples of city approaches to cultural
asset management (e.g. Glasgow Life, Dundee Waterfront) to draw upon.
It will be necessary for Creative Scotland (depending on its future strategic focus) to
determine its role, and the type of investment and partnership contribution it can make to
this agenda. In relation to cultural capital and infrastructure, a mapping of existing cultural
assets, their ownership and the levels of investment or ‘interest’ in them by both local
authorities could be useful research to inform this strategy.91
Drivers for cultural place-based investment
The Industrial Strategy Creative Industries Sector Deal clearly sets out objectives and
support in relation to place to support creative centres across the country. Its investment of
£20m in a Cultural Development Fund in January 2019 to use investment in heritage, culture
and creativity projects outside London that lead to culture-led economic growth and
productivity looks to build on partnerships modelled through the UK Cities of Culture. 92
The UK Cities of Culture were established to use culture and creativity as a catalyst for
change, promote the development of new partnerships, encourage ambition and inspiration
in cultural and creative activity, and align the cultural excellence of national arts
organisations over one year to attract media attention, encourage tourism and change
perceptions.93
The huge success of Hull as the UK’s second City of Culture in 2017 provided strong evidence
of how targeted investment can deliver a significant economic boost to an area, with over
£3bn of investment and more than 800 new jobs created in the city in the four years since it
was awarded the title in 2013. This made the case that where a local arts sector can be
strengthened, cultural access increased and greater opportunities made for creative
careers, economic and cultural benefits follow.
Example: Glasgow 2014 Cultural Programme94
In 2014 Glasgow played host to the Commonwealth Games, with Creative Scotland and
the Glasgow 2014 Organising Committee jointly supporting its Cultural Programme with
£9.74m and £3.5m of funds respectively. The aims of the Glasgow 2014 Cultural
Programme were to:
•
•
•

Create a programme of exemplary activity for a range of audiences including
Scotland’s public, international visitors
Strengthen, support and sustain the cultural sector by creative new opportunities,
increasing profile and nurturing collaborations
Promote and establish a fresh, sophisticated and contemporary image of Scotland
throughout the Commonwealth and beyond
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•

Develop the audience for the Games through engagement with wider non-sport
audience in the lead up to and during 2014.

The Cultural Programme was an undoubted success with 2.1 million visits and
participation of over 600,000 people with a minimum of £5.2 million financial investment
levered through match funding. 1,600 new partnerships were developed (the majority
with organisations outside of the arts and culture sector).
It had huge reach and impact in the cultural sector, delivered by 10,000 arts and culture
professionals and almost 4,000 volunteers, with two fifths of projects benefitting from
training and skills development.
It presented Scotland in a positive, contemporary and sophisticated light with almost half
a million visits to the Cultural Programme from people from outside Scotland and in
Glasgow it brought a ’24 hour’ carnival atmosphere which animated the city and made
the visitor experience more memorable.
Evaluation of the Cultural Programme draws together knowledge and learning relevant to
place-based cultural strategy, highlighting the importance of partnership working, with
the Creative Scotland-Glasgow Life partnership, in particular, viewed by partners and
stakeholders as being positive.
In addition, it resulted in partnership outcomes for Creative Scotland and Glasgow Life
that would not otherwise have been as far-reaching had the Cultural Programme been
outsourced to an external curator or producer.
Key findings of the evaluation note the Cultural Programme constituted a step-change in:
“How major cultural programmes tied to non-cultural mega events are
conceived and implemented in the UK, and how strategic culture
partners in Scotland work together and engage with wider strategic
stakeholders.”

In Scotland, the Scottish Government’s agenda for cities95 outlines a vision for “A Scotland
where our cities and their regions power Scotland's economy for the benefit of all” with key
aims for cities (and their regions) in boosting investment, innovation and inclusive growth.
However, the economic potential supported within both the Industrial Strategy and
Scotland’s Cities masks what is in reality a very fragile infrastructure for culture in the UK
during austerity.96 The level of public sector cuts borne by local authorities (still the largest
funders of culture across the UK) has seen many reduce budgets for non-statutory services
and others close culture departments, with assets being mothballed or sold off to backfill
budgets for priority statutory provision.97
In Scotland, the local authorities outturn in 2017-18 for culture and related services was
£547.9 million. This is a decrease of £17.9 million from 2016-17, contributing to an overall
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reduction of 11% in the past five years. In 2018/19, local authorities have set a revenue
expenditure budget for culture and related services of £538 million which represents a
further decrease of £10.8 million from the 2017-18 budget.
With costs for education and social care projected to increase from 76% in 2016/17 to 80%
of local government revenue expenditure by 2025/26 the trend of decreased funding for
non-statutory services will likely continue.98
Despite local authorities and arts councils doing what they can to mitigate the cuts it is no
longer possible for arts councils to backfill shortages, and it is difficult to see how they can
continue without the development of new delivery models, new funding streams and new
partnerships.
“…if the cuts require change, then the devolution agenda allows for
revolution, creating the scope for new institutional models, new
relationships and potential new income streams. This is challenging
terrain and ever shrinking resources will make it harder to navigate. But
there are already signs that councils and the cultural sector are beginning
to feel out a way forward.”99
A necessary change in the relationship between councils, cultural funders and institutions
sees many taking up opportunities presented by closer partnership working to invest
strategically – and at scale – in activities that further their wider economic and social
development objectives to ensure arts and culture is supported and playing a significant role
in the health and wellbeing of citizens.
Both Birmingham and Manchester have recently delivered large scale consultations on
culture entering into a new type of dialogue with their citizens and established cultural
sector to inform future ambition, and their local authority role within that.
In Birmingham the process of consultation played a positive role in refreshing its
conversation with Arts Council England and the artists and producers of culture in the
city.100 However, its resulting cultural strategy openly and honestly acknowledges that,
despite having played a leading role in the shaping of the city’s cultural offer in the past:
“The council’s inability to continue to invest at past levels will, however,
necessitate a related review of its ability to play such a direct role. As the
city’s culture budget and internal resources shrink over the life of this plan,
there will be an increasing need for cultural planning, events
programming, project management and funding streams to be led by the
appropriate collaborative network in the city.” 101
Birmingham Council has proactively re-fashioned its role and purpose in relation to culture
as an enabler, rather than a funder of culture. Its new role is reconfigured as a facilitator
and influencer to identify and secure new investment into the city to ensure that cultural
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activity continues to play an active part in regional growth through job creation, developing
tourism and contributing to cross-sector innovation.
World cities and cultural leadership
The World Cities Culture Forum provides a way for policy makers in 38 key cities102 around
the world to share research and intelligence and explore the role of culture in their future
prosperity. Its 2018 report notes that:
“… city leaders are facing unprecedented challenges, many people are
losing faith in the institutions that represent them, but equally city
governments and Mayors are becoming major forces for change. City
leaders need the confidence to dream big, to experiment and to set out a
bold and inclusive vision for the future.” 103
Drawing on the United Nations definition of a socially inclusive society (i.e. one in which all
citizens have the ability to claim all their rights104) the report notes that cultural institutions
(often unintentionally) present physical, financial or psychological barriers to engagement,
serving only a narrow segment of society.
The report argues that if cities are to move towards more citizen-led, open and inclusive
cultural policies, a shift is needed, and an opening out of culture:
“… to embrace inclusivity there must also be a broadening of the definition
of culture and how and where it is consumed.”105
It argues a refreshed cultural infrastructure is required, better suited to the 21st century.
This, it says:
“… includes changes in funding policies and programmes, to embrace new
art forms and grassroots culture, reflecting a broader range of citizens”.
A central ambition of the Scottish Government’s Draft Culture Strategy is “Empowering
through culture” which supports including the everyday, emerging, grassroots creativity,
participatory models of decision-making, community ownership and long-term support for
partnership between culture and creative organisations, as well as businesses, education,
social care and social justice organisations.
To nurture and support at a community and grassroots level and to achieve open and
inclusive cultural policies (whilst driving growth and sustainability) requires different funding
and policy priorities.
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Key factors for place-based funding
In 2017 Langkelly Chase106commissioned a historical review of place-based approaches to
change which drew on over 200 approaches over 50 years of place-based working in the UK,
US, Europe, Canada and Australia.
The report found that while place based approaches were wide-ranging in rationale, aims
and delivery methods, common themes emerged across the most successful examples,
which provided useful reflection for potential funders of place-based approaches.
The followed is extracted from the Historical Review of Place Based Approaches, Taylor
& Buckley (Institute of Voluntary Action Research for Langkelly Chase, 2017).
Key findings:
The importance of clarity from the outset about the rationale behind place-based
approaches; its purpose and what place-based means. This includes examining and being
honest about the assumptions and values you bring as an organisation and as individuals.
It also highlights the need for an approach that can be both holistic and focused in terms
of having realistic expectations about what can be achieved.
The role and contribution of key players. You need to consider what you can bring to a
place-based approach as a funder and what your legitimacy is for intervening at this level.
What does your money bring and what else can you offer?
Identifying an appropriate place to work. It should not be too large and needs to be
meaningful to residents. It is also important to think about how the scale of operation
connects to wider area structures (e.g. city, local authority, regional, national), depending
on what you are trying to achieve or change.
Working in partnership. The nature of place-based approaches to systems change – with
a focus on holistic solutions and joined-up working – puts a premium on relationships.
Whether you choose to work directly in an area or through an intermediary, it will take
time to get to know an area and build relationships. Developing effective partnerships is
not easy and means paying attention to process and informal relationships, as well as
outcomes and more formal structures.
Community engagement. Community engagement is essential for sustainable change,
but it can be challenging, especially if you wish to engage meaningfully with the most
marginalised people. It requires time, resources and willingness to work as equal
partners. Quick wins can help build confidence and skills, but long-term thinking is
necessary to address more difficult issues. You may also need to consider capacity
building for professionals and power holders, as well as residents, to work in this way.
Changing cultures and addressing complex issues that have developed over decades
takes time. This is a consistent message throughout the literature and needs to be built
into timescales for the development, delivery and exit of place-based approaches. For
those pursuing systemic and sustainable change a 10-year commitment is a realistic
starting point. Attention also needs to be paid to the emotional challenges of change.
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Demonstrating impact is fraught with difficulties. Place based working will always be a
leap of faith to some degree but building in learning from the start can help. This should
involve all stakeholders, especially community members in defining learning objectives
and how learning can best be captured.
Sustainability needs to be built in from the start. But there is very little in the literature
about how to exit responsibly. This is a significant gap to which place based work could
make a valuable contribution.
Creative Scotland has had practical experience and success in delivery of place-based
cultural projects though its Place Partnership Programme and Creative Place Awards.
The Place Partnership Programme is designed to encourage and support local authority
partners to work together with their creative communities to make significant interventions
which help to strengthen creative development in their area. The programme has twelve
ongoing partnerships in: Aberdeenshire, Aberdeen City, Angus, Argyll & Bute, Highland,
Inverclyde, Moray, North Ayrshire, Renfrewshire, Scottish Borders, South Ayrshire and
Stirling. Completed partnerships include Dumfries & Galloway, Dundee, Fife and Perth and
Kinross.
As these projects are ongoing there is no evaluation as yet to draw upon for this research.
However, in conversation with the Creative Scotland there is evidence that the strongest
projects are ones where there has been strong local leadership. Creative Scotland has
played a strong facilitation role in these partnerships but does not have the capacity or
resource to be ‘hands on’.
The financial investment from Creative Scotland is relatively small over their three-year life
cycle (between £200k - £250k) which should be matched locally by the partners. Experience
so far has shown the first year focusing on planning, with years two and three getting in to
the detail of project development and implementation.
An example of UK place-based investment at scale which also benefits from recent
evaluation is Arts Council England’s Creative People and Places (CPP) programme. Begun
with an initial investment of £37m from the National Lottery it established 21 independent
place projects across England between 2013 and 2016 (Arts Council England will invest a
further £17m until 2018/19).
Each place project is run by an independent consortia or advisory group unique to each area
and the national cohort of projects is supported by a National Peer Learning Network which
brings together the Directors of each project to exchange learning and progress.
Some of the aims for Creative People and Places include communities taking the lead in
shaping local arts provision; learning how to establish sustainable arts and cultural
opportunities; encouraging partnerships across the subsidised, amateur and commercial
sectors; and developing activity that is radically different from what has happened before in
each place.
“By talking to people about what they want to see happen locally, each
project has created a distinctive programme that’s unique to the people
and places that have shaped it. Local people are involved with Creative
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People and Places projects as participants, decision-makers, artists,
ambassadors, volunteers and of course audiences.”107
This approach achieved 1.45 million attendances at arts events in local communities in its
first three years, with 91% of the audiences from local neighbourhoods.
Example: Creative People and Places
The Creative People and Places, End of Year 3 Evaluation Report108 brought together key
findings from the first three years of the CPP programme. As the first arts programme
explicitly focused on the two key metrics of engagement and excellence in locations
where historically audience engagement is low, it provides useful learning for other
funders. The report notes that the Swedish Arts Council has now adopted and invested in
a CPP programme.
Key findings and conclusions include:
•

The Programme has changed individual, community and sector perceptions of the
arts.

•

Participation in CPP project leads to greater empowerment, confidence and an
increased sense of belonging in communities.

•

The Partnerships set up to run the local projects are valuable and remain central
to delivery – the best Partnerships are locally relevant and build capacity to be
flexible and responsive.

•

Volunteers have played an important role in increasing the capacity of CPPs –
building the capability of local people as volunteers, audience members and
participants.

•

By the end of three years, projects were looking at diversifying income streams to
sustain activities and engagement by supporting local individuals or groups to
apply for funding and growing self-generated income e.g. merchandise, ticket
sales, creative products, crowdfunding, local authority funding, buying property
with income generating potential.

•

Local partnerships are worth the effort required to develop and nurture – the key
is investing sufficient time, effort and resources as well as having clarity around
governance, roles and responsibility. Partnerships that have worked well have
been locally relevant and had the capacity to be flexible and responsive.

•

Successful approaches include embedding principles of inclusiveness, flexibility
and patience, and building trust and sustained dialogue with local people.

•

A relatively unexplored area across the programme is the role and potential of
commercial partnerships.
“The strategic question for the Arts Council would be is it more effective
to invest in a single theatre to do something or would you perhaps invest
in a CPP type model, well what kind of outcome are you looking for, if
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what you’re trying to achieve is different people accessing a broad range
of high quality art then you might choose the CPP route… if that
conversation can develop that will be a very significant impact for CPP.”
CPP stakeholder

The National Lottery Community Fund recently published its own review of place-based
working and funding as part of its continuous knowledge and learning. Its report Putting
good ingredients into the mix draws on its own funding experience as well as evidence from
the work of the Joseph Rowntree Foundation, the Rank Foundation and the Carnegie UK
Trust (all significant investors in place-based investment) which suggest there are
opportunities for funders to:
“…consider not just their strategic investments in place, but also how
responsive funding can contribute to the landscape and infrastructure to
create the right environment for transformation and change.” 109
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Putting good ingredients into the mix: Lessons and opportunities for place-based working and funding, (Big
Lottery Fund, 2018)
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SWOT 6: Of place-based investment approaches for culture and creative industries
Strengths

Weaknesses

Scottish and local government support exists for national collaborative
working already through city and regional networks and models – with draft
Culture Strategy ambition of ‘empowering through culture’ supporting a place
and community-based approach.

Cultural organisations may (unintentionally) present physical, financial or
psychological barriers to engagement and serve only a narrow section of the society
whose taxes contribute to welfare funding.

Cities of Culture illustrate that where local arts sectors are strengthened,
cultural access increases and opportunities are made for jobs, careers and
cultural benefits.
Scotland has successful examples of city approaches to cultural asset
management (e.g. Glasgow Life, Dundee Waterfront) to draw upon.
Creative Scotland has practical experience of, and developed skill in, delivering
large-scale partnerships involving councils, government and other national
agencies (e.g. Glasgow 2014 Cultural Programme)

Addressing the changing cultures and complex issues of place-based projects that
have developed over decades takes time – a 10-year commitment is a realistic
timeframe.
Demonstrating impact can be difficult, unless clear criteria are established at the
outset – this should involve all stakeholders to define objectives and measurements.
Community engagement is essential for place-based working, but it can be
challenging, especially if engaging the most marginalised people. Resource, skills
and training, patience and a long time frame are required.

Creative Scotland experience and learning from delivery of its Place
Partnership Programme and Creative Place Awards.
Opportunities

Threats

Draw on existing networks, models and policy support to establish new
relationships between councils, private sector, cultural sector and places.

Local authorities and creative agencies are now at the limit of what can be done to
mitigate the impact of cuts – new solutions need to be found.

There are many approaches to drawn upon for place-based investment - but it
must be rooted in and reflect the place and its community.

Place-based strategies and approaches require new working relationships between
local government, private sector, the cultural sector and citizens – which take time.

Creative agencies and councils can work together to develop new delivery
models, funding streams and partnership to support culture at city and
regional level.

Sustainability needs to be written into place-based planning from the start.

Creative agencies can define new roles as influencers and facilitators to secure
investment and cross-sector innovation.
Place-based organisations can be in a better position to make local strategic
investments in both people and projects than regional or national funders.

Strong partnerships are central to success but can be difficult to manage – they
require leadership, negotiation, balance, good governance and focus on place
outcomes (rather than self-interest).
Attention should be paid to the emotional challenges of change – both in
communities and those delivering projects with them.
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Practical Learning and Best Practice from finance and investment examples:
Networks can be more impactful than account management on its own especially where
significant change in a sector overall is required, or where a lot of small organisations are
spread across a large geographic area.
The welfare mindset of many arts and cultural organisations is a barrier to new finance
fuelled by a competitive grant funding system, it encourages attitudes, behaviours and
practices that may not appeal to investors.
Enterprise and support agencies can play a key role in ‘translating’ the cultural offer to
finance investors and partners from other sectors.
Support agencies need to be working across high-level networks and partnerships in
order to build knowledge and networks that will benefit their clients, and have inhouse
skills to support the sector through change.
Community projects need to have strong community roots for long-term results – where
there’s community buy-in the project is more likely to succeed (and any related loan
repaid).
Mentoring support for first time loan applicants is a win-win. It provides a hand-hold for
the client, guiding them through the process and increases the chances of the project
succeeding. If the project is successful there is more chance the loan will be repaid and
can be invested into something else.
Many charities are successful at innovation and adopting new investment – however a
lack of diversity or finance skills on some charitable boards could be a barrier to
implementing new business models, income streams or diversifying community
engagement.
Place-based projects and community engagement can build optimism, ambition and an
appetite for culture resulting in investment and increased cultural and creative activity.
Strong committed partnerships are crucial to the success of place-based interventions –
but require commitment and strong partnership, collaboration and negotiation skills.
The size of place-based locations can help or hinder place-based projects – small can be
an asset.
A multi-artform approach to place-based programming takes communities on a cultural
journey that builds audiences and facilitates sponsorship.
The established cultural sector is only a very small part of cultural life – engaging at a
grassroots level brings more diversity and flexibility.
A sense of what is really important can get lost in the policy of change – it needs strong
leadership to identify what is important - structures should then be built to make it
happen.
Cultural organisations need to build audiences and agendas that reach beyond the
cultural sector – cultural budgets aren’t always going to be there. Being relevant locally,
and to other audiences and groups, will bring more sustainability and income sources.
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Section 3 Summary
The Scottish Government continues to recognise the importance of culture to national
identity, economy, health and wellbeing through policy and finance support for culture
and creative industries. It is also supportive of inclusive and sustainable growth,
community engagement, cities strategies and empowerment through culture.
The UK Government has pledged “a revival of grant making” as part of its aim to
broaden the range of funding options for community initiatives in its Civil Society
Strategy – public grants should lever ‘additionality’.
Innovation is a focus of government policy globally recognised as a key ingredient to
addressing and solving global issues, as well as knowledge exchange for social good and
economic and financial sustainability.
The global emphasis on cultural rights, social democracy, citizenship, health and
wellbeing driving increased focus on community empowerment and decision-making,
inclusion and diversity in civic and cultural decision-making.
There is a growing national and international policy focus on place-based investment
through core cities, devolution agendas and place-making strategies. Place-making
builds capacity and empowers communities to sustain positive impacts achieved through
change. UK City of Culture successes show where local arts sectors are strengthened,
cultural access increases and greater opportunities for cultural and economic benefits
follow.
Decades of public investment in culture is responsible for the strong foundation under
the current creative industries success story – continued public investment is critical to a
future creative talent pool, inclusive growth and ‘spillovers’ to the rest of the economy.
Austerity and reducing public budgets however mean the sector must also grasp and
develop attitudes, behaviours and capacities for resilience and sustainability.
The creative industries portfolio is a complex and diverse mix of charities, commercial
businesses and freelancers operating at different levels, for different audiences, within
different markets using different business models - imposing a ‘standardised’ funding
model would be difficult and counterintuitive.
There are a range of enterprise, innovation, social or place-based investment funding
mechanisms and development options to choose from - the best ‘national’ combination
will depend on the ambition and objectives of a country’s funding strategy, and the
capacity and skills of its funders and stakeholders.
The importance of financial resilience is heightened for cultural organisations when
funding cuts, inflation or unforeseen events put intensified demands on profits
(reserves) and threaten their ability to deliver social or cultural value. Resilience can be
achieved by diversifying income streams, increasing surpluses (or reducing cost) or
expanding the balance sheet.
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Mid- large-scale creative businesses are better equipped to diversify income, innovate
and weather change in the cultural marketplace. Small- to mid-scale creative charities
have less capacity and skills to diversify income and innovate, are more vulnerable to
changes in the cultural marketplace and are more reliant on public subsidy.
Having access to flexible funds (and time) to enable experimentation, new business
models, piloting of new products or services is essential in order to be able to grow or
scale a creative business, develop new creative products, reach new audiences, achieve
greater cultural or social impact or increase artistic reputations internationally.
Some charities are successfully using repayable finance and innovating business models
for sustainability – for some having a ‘charity mindset’ could present barriers when
responding to significant economic challenges or adopting more innovative practices.
Increases in new, more flexible structures (CICs, social enterprises, cooperatives) are
emerging and may be better suited for some groups or circumstances.
Organisations relying heavily on public grants will find adoption of enterprise,
innovation or investment approaches more challenging than those where the proportion
of public funding is less.
Strong evidence of other funders adapting to and adopting funding and operating
models to be more flexible and responsive, implementing more devolved structures and
processes which increase the diversity of applications, and locally-informed decisionmaking.
Growing evidence of funders adopting and offering support for new investment options
e.g. repayment finance, social and community investing, targeted and intensive sector
development, place-based investment and evolving approaches to community
empowerment and the devolution agenda.
Enterprise approach encourages regional and bespoke sectoral development support to
achieve growth, change, resilience and access to finance. Skills, training, peer support
networks and supporting access to finance are the key development tools.
Enterprise account management and social investment mentoring supports applicant
skill development in relation to finance, increases chances of project success and
increases likelihood that loans are repaid.
Investment mindset presents proposals which are low risk, higher return with potential
for growth/scale and clearly communicate cultural, economic, social and financial
benefits.
Charitable organisations more likely to present high risk, low return propositions and
may not confidently communicate economic, social or financial benefits of cultural
proposition to investors.
There is growing evidence of creative organisations adopting crowdfunding, microfinance, loans, match-funding, dynamic pricing, licensing etc. It is expected that £309m
of repayable finance will be sought by the cultural sector over the next five years.
To evidence triple bottom line returns (and access social investment funds) sector needs
to better understand what ‘social value’ is, how to measure it and communicate social
impact of cultural projects.
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Community share options have been popular as a means of acquiring or maintaining
cultural capital – successful projects rely on sustainable business models, clear
community benefits and strong community roots to achieve success over long term.
Blended finance options and match-funding (matched grants, match-crowdfunding) can
incentivise adoption of new funding models with creative organisations and help lever
finance from investors or backers.
Match-crowdfunding can be successful in connecting organisations with local
communities and audiences (and their money), raising in-kind support and supporting
diversity and community engagement with cultural projects.
There is increased national and local government interest and investment into placebased initiatives for inclusive growth. They require a reconfiguration of relationships
within those places (between local government, private sector, culture sector and
citizens) to realise change, usually through collaborative efforts and shared goals.
Local authorities understand the importance of a strong cultural offer to the health and
wellbeing of citizens, but many are having to redefine their provision and role from one
of funder to ‘facilitator’ with new relationships developing between councils and arts
councils and creative agencies.
World city strategies support greater social inclusion, citizen-led cultural policies,
embracing a broader definition of culture and how and where is it consumed.
Established cultural organisations can (unintentionally) present physical, financial or
psychological barriers to broad engagement by diverse audiences.
Expert partnership, negotiation, leadership and diplomacy skills will become ever more
critical in an environment where collaboration, knowledge-sharing, community
engagement and devolved decision-making become the norm.
The introduction and adoption of new skills, business models, income streams,
structures, practices, partnerships and relationships takes time – for systemic change at
a sector level a 10-year commitment is a realistic starting point.
Creative Scotland has begun testing and piloting new finance approaches, and has
practical experience of place-based investment and large-scale city- and nationwide
partnerships (e.g. Glasgow 2014 Cultural Programme).
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Section 4: Appendices
Appendix 1: Open Project and Strategic Funding
As noted in the Introduction, a detailed review of both open project and strategic funds
within the timeframe and resource for this paper was not possible. Between arts councils,
cultural and creative agencies and lottery funding there are many, many funds all designed
to different levels, focus and impact.
Creative Scotland is conducting a statistical analysis of its own open project funding spent
since 2010 as part of its Funding Review to fully assess the geographic spread of open funds,
as well as the value of funds by artform and by organisations or projects. It is hoped this will
provide insights into trends in open funding in Scotland, the relationship between open and
revenue funding and gaps in open funding that could be addressed in a new model. The
following provides a short summary of the purpose and common approaches to open
funding in the meantime.
Open Project Funding
Most funders have open project funds of some kind, characterised by high number, lower
value grants which have fewer restrictions on use than revenue grants. In arts councils and
agencies, they augment regular or recurrent funding for organisations with a flexible,
continuous open fund for organisations not in receipt of regular funding, individuals,
projects, groups and events that otherwise might not have the capacity, need or inclination
to apply into larger schemes.
While they are often intended to be more ‘light touch’ than regular funding application
processes, that may be relative to the skill or experience of the applicant. For funders, it can
mean tying up staff resource in processing more, smaller value grants.
The published aims for open funds and eligible activities are wide-ranging - from skills,
training and research, travel for professional development, supporting artists on
residencies, making or presenting work or delivery of cultural events and festivals. The
purchasing of small capital might also be eligible depending on the scheme. The rules and
eligibility for project funds vary across the UK and across funders, depending on their
strategic focus and priorities.
In the UK, most open project funding is now funded by Lottery to support ‘good causes’ as
set out by Parliament (i.e. health, education, charity, environment, sports, arts and
heritage). In Scotland, open project funding for arts and cultural activity is now
predominantly funded by Lottery through Creative Scotland Open Project Funding, or
Awards for All Scotland. In England, the National Lottery Awards for All England exists for all
open project applications, with Arts Council of England’s Open Project Grants110 available for
organisations or groups not in receipt of regular funding, as well as individual artists,
community organisations.
Common approaches
Funding capacity is varied from fund to fund and is often tiered (e.g. under £15k, over £15k,
over £150k). The expectation is that projects funded are time-limited (applications require a
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start and end date) however some (including Scotland, England, Australia and Canada) may
allow time frames for ‘projects’ of up to two or three years.
In theory it is easier to change the process and rules around open project funds than core
funding as it is an ongoing lighter touch process – although because they tend to be used by
more individuals and smaller groups outside an agency’s core portfolio, greater effort in
communicating change around application or reporting requirements may be necessary.
Higher numbers of applications require a level of resource to look at applications
constructively and in detail which many funders don’t have. Some funders have utilised
peer assessment within project funding to good use, although this can result in a longer
timeframe for assessments to take place.111 The benefit of actively engaging, and up-skilling
the sector in funding decision-making though distribution of regular funding has been
demonstrated through the report and case studies already, and could translate into project
funding.
As a means of prioritising future Lottery spend in Wales, Arts Council Wales has been proactive in consulting with its stakeholders (in the same way the National Lottery Heritage
Fund did to inform its 2019-22 strategic framework) to ensure that future open project
funding spend is directed to where stakeholders feel it will have most impact and benefit
more people.
Eligibility
As the name suggests these are open to as wide a group of beneficiaries as possible,
including individuals and artists. In most cases, organisations in receipt of regular funding
are ineligible for open project funding.
Anecdotal evidence collected through this research tells of regularly funded organisations
partnering with artists or community groups to access open project funds they otherwise
would not be eligible for, to plug funding gaps or enable them to ‘parachute’ in outreach
activity to meet engagement and audience targets. In other examples, artists offered
exhibition/performance opportunities in regularly funded organisations were encouraged to
make open project applications to support activities or materials that would be presented
within those organisations normal programme. This suggests either poor budgeting by
organisations who need to find ways to top up budgets to deliver promised programmes, or
it reflects a sector on standstill funding for too long with greater funder expectation of what
can realistically be delivered for the regular funds available.
Some funders have found ways of ensuring that open project funds are accessed by the
intended beneficiaries. Lottery’s conversation first approach ensures groups are directed to
the most appropriate fund and place-based teams are more knowledgeable about their
local ecology to make sure funding goes to the right organisations. In London, Culture Seeds
ensured application requirements would screen out imposter community applicants for its
funds.
Example: Culture Seeds, London
Culture Seeds is a two-year long open project fund through the Mayor of London’s
Cultural Strategy to support arts, culture and heritage projects with between £1,000 and
£5,000. The grants are designed to support community-led cultural projects in every
111
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London borough and the Mayor’s strategic aim to empower and support art and cultural
activity for and by local London communities.
Aimed at grassroots organisations projects applying into the scheme must evidence they
have local people, and local community needs and priorities, at their centre. With
experience of established cultural organisations trying to ‘parachute in’ community
engagement projects into neighbourhoods Culture Seeds set eligibility criteria that would
safeguard the funds for their original purpose.
All applications to the fund must be accompanied by two written references from people
of standing in the local community from which the application comes, who will vouch for
the applicant (i.e. they are genuinely from the community) and that the project being
applied for is one the community values, and has been involved in shaping in some way.
www.glagrants.org.uk/home/culture-seeds-grants
Criticism about the accessibility of open project funding by artists frustrated at the
complexity of applications, or a lack of user-focus in online application portals (particularly
by those with less experience of applying for funds, or those with neurodivergence) has
resulted in some artist-led innovations.
Artist Rachel Dobbs created an arts funding cheatsheet112 in 2016 as a DIY approach to
addressing access needs. By using colour-coding and visually breaking down the
information required in an application in a non-linear way her cheatsheet was designed to
help people feel less intimidated by the process. Her cheatsheets went viral on publication
and have now been re-designed to support Arts Council England’s Open Project funds
launched in 2018.
New guidance published by Arts Council England to accompany its Project Grants has itself
become more interactive, including three steps to take before beginning an application,
including a quiz to help applicants think about whether their project is ready or eligible for
funding, and pinpoints information, advice and guidance that they may need to complete an
application.
Commonly raised issues
In research conversations with funders a number of issues around open project funding
were raised that will be more easily explored, qualified and quantified once Creative
Scotland’s statistical analysis work is complete. These include:

112

•

Organisations that have been in receipt of regular funding but who fail to retain it,
may be offered transition support through open project funds for the maximum
duration the open fund allows. Repeat applications into project funds may serve to
‘hide’ organisations that are effectively receiving regular funding but via Lottery
funding rather than grant-in-aid. This may also skew the levels of funding
apportioned to different artforms recorded in annual reporting.

•

Anecdotal evidence would suggest granting decisions for some open funds can be
open to conflicts of interest by artform disciplines or be used for the advancement of
artform strategies or specific organisations or individuals. Where the purpose of

Rachel Dobbs, We Are Low Profile Arts Council England Project Grants Cheatsheet, 2018.
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Lottery funds is to fund ‘good causes’, interpretation of what constitutes ‘good
causes’ can be inconsistent.
•

Open project funding applications usually require submission of a balanced budget.
For organisations with a commercial business model (e.g. publishers) resulting profit
through sales may make them ineligible for project funds, or drive organisations to
create projects that ‘fit’ eligibility criteria and skew artistic priorities.

•

While greater flexibility in the uses of open project funding is good, in some cases
the purpose is too free, or so open to interpretation, that measuring impact
becomes problematic, or the quality or credibility of the fund is questioned.

•

Open project funds are highly competitive which may lead to those who are better
skilled at making applications being consistently more successful at securing funds,
rather than all eligible projects or individuals being able to access funds. This may
work against increasing diversity and access ‘for all’ that the funds are usually set up
to reach.

Example: Restrictions and barriers of regular and open project funding
While Screen Scotland’s focus is the business of film development, production and
distribution, Creative Scotland’s funding directly supports high quality film presentation
to the public through dedicated presentation organisations, multi-arts venues and open
project funding.
At one level, Creative Scotland regular funding complements Screen Scotland’s offer in
supporting the distribution and promotion of, and development of audiences for,
Scottish-made films. It also provides those core organisations with the security of multiyear funds.
At another level however, regular funding creates a barrier for presenting organisations
to grow or develop their support role as it makes them ineligible for targeted project
funding that could support broader industry or audience development initiatives. 113
The inflexibility of regular funding agreements can therefore sometimes be a barrier to
organisations realising growth opportunities.
Application process
Simplicity and transparency have been identified as a priority issue for applicants. In
Creative Scotland Surveys of applicants to their funding114 comments included the
application form being too generic and not relevant across all art forms (according to the
latest December 2018 comments).
Creative Scotland notes that, while there have been some improvements to the simplicity of
application forms the results suggest that issues still remain. The survey also notes that
respondents would like to see increased transparency in the award process, including

113

Work arounds in same cases can be found. For example, GFT has become one of the eight UK Film Hubs by
setting up a separate unit working out of its Glasgow offices, funded by Screen Scotland/BFI for its audience
development work, separate to its Creative Scotland funded presentation remit.
114
Creative Scotland Applicant’s Surveys 2013 – 2018, Creative Scotland
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making information on which organisations have been successful more accessible to the
public.
In addition, respondents wish to improve their knowledge and understanding of the
evaluation criteria used when reviewing the application. The driver behind these comments
appears to be a desire for applicants to learn how to prepare quality applications that have
a stronger likelihood of being successful. Therefore, it may be useful to consider the level of
detail provided when giving feedback following the application, particularly for unsuccessful
applicants.
In comparison, Arts Council England’s stakeholder research115 reports that its applicants
largely feel eligibility criteria are clearly explained and easy to understand (81%) and most
(79%) agree that applications are dealt with in an efficient, fair and timely manner.
Funding applicants take a positive view of the support they receive during the application
process: Stakeholders indicate there is sufficient advice and information to help them
complete the application process and agree that funding application advice, or information,
they receive is timely, informative and helpful. Most regular and open project applicants
feel that their application was dealt with in an efficient, fair and timely manner.
Arts Council England’s application forms garner a less enthusiastic response from
stakeholders than the overall application process however, with only around a half feeling
that the form they needed to complete was ‘clear and easy to complete’.
Suggestions for open project funding
In research conversations with funders and Creative Scotland staff a number of suggestions
were made around open project funding which are recorded here for more detailed
exploration at a later stage in the funding review.
•

Having more clearly defined criteria, priorities or themes for open project funding
would be beneficial in ensuring they are used as effectively as possible, and their
impact could be properly measured.

•

Re-introducing artists bursaries (which are not restricted in use) would ensure
individuals received a fair share of open project funds and would provide targeted
support in relation to artistic R&D, innovation and IP assets across the sector.

•

To devolve project grants under a certain value to other organisations closer to grass
roots activity at a local level, or who work with dedicated artform groups, could be
explored (although it does pass on associated administrative costs for processing
applications to those third parties, and raise potential issues in relation to
‘consistency’ of awarding grants). More localised decision making could also
facilitate more community and creative sector involvement in selection processes.

•

To implement peer assessment for open project funds as a means of engaging and
skilling the sector and cultural communities in funding decision-making. This does

115

Arts Council Stakeholder Research 2017- 2018, Quantitative Report (Strand 2), Executive Summary, Qualia
Analytics
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increase processing and resource costs and extend timeframes for decision-making
therefore a cost/benefit analysis would be required.
•

For open project funds to be recycled through sector micro-loans scheme, repayable
seed-funding or match-funding to incentivise uptake of new income streams, or
endowments to deliver targeted sector support and development through a timelimited funding model.

Strategic or Development Funding
Strategic and development funds likewise deserve a more detailed review in due course
once Creative Scotland’s strategic purpose and objectives have been defined through its
current organisational development work. A broad overview has been included for
reference here only.
In broad terms these funds are additional to core and project funding and are designed and
deployed to support funder strategic objectives, or wider policy aims.
In the UK, strategic and development grants may be funded by government or by Lottery
and will have restrictions on how they can be used. As with regular or project funding no
financial return is expected, other than satisfactory use and contributing to the objectives of
the funder.
Purpose
These support (largely) organisations but also consortia, places or individuals to achieve a
desired ‘step-change’ ideally influencing broader long-term change across the sector.
A comparison of arts council, agency and lottery strategic funds internationally shows the
most common current themes as:
•

Resilience and sustainability (including governance, change management, business
and entrepreneurship, and finance skills, collaboration or partnership)

•

Leadership and professional development

•

Specific skills (e.g. fundraising)

•

Digital investment and development

•

Diversity and indigenous cultures

•

Talent development

•

Health and wellbeing

•

Environmental

•

Artform specific (e.g. touring theatre funds, youth music initiatives)

•

Location (e.g. place partnerships)

•

Capital

In conversation with funders it is clear strategic development funding never results in a ‘job
done’ as organisations are responding to a constantly changing environment and will
require skills at different stages to build resilience, or at different stages of their
development to support growth or manage change.
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They can be designed to meet specific targets, government policy objectives, address gaps
in the sector (e.g. diversity), changing legal requirements, or specific sector skills or
weaknesses that may emerge as themes through portfolio application rounds, or be
anticipated as a result of horizon scanning.
Example: A diversity challenge for strategic development funds
There has been sustained targeting of development funds across the UK to increase
diversity for over a decade, with one of the first, Decibel116, funded by Arts Council
England in 2003. Progress on funds achieving change in the sector have proven to be
slow, however.
In 2005 Arts Council England reported positive outcomes and learning from Decibel and
made a commitment to continued change through funding of the programme for a
further three years, a development programme to support and improve the infrastructure
of culturally diverse arts organisations, and Grants for the Arts targets to increase the
amount of culturally diverse artists receiving Arts Council funding.
Ten years on from that project, minor progress has been made in diversifying the cultural
sector across the UK generally. A more strident approach to implementing change came
in 2015 in response to the Equalities Act 2010 with the introduction of Creative Case for
Diversity with all national portfolio organisations required to set diversity objectives and
targets as a requirement of funding, and in 2018 the introduction of a new regular
funding model and approach specifically designed to achieve greater diversity and change
in the makeup of the national portfolio.
In Scotland, Creative Scotland commissioned and published research in 2017117 which
highlighted the numerous and complex barriers to access, progression and representation
in the arts, screen and creative industries. An equality analysis of its 2018-21 regularly
funded organisations also showed a reduction in the number of equality, diversity and
inclusion-led organisations supported by Creative Scotland funds, as well as a reduction in
a focus on equality, diversity and inclusion programming.
In response Creative Scotland launched its Create: Inclusion Fund in 2019 as a strategic
intervention to address fundamental concerns around the lack of diversity in the Scottish
cultural ecology and proactively increase the diversity of people in the arts, screen and
creative industries in Scotland. Open to individual creative practitioners, organisations,
groups and networks it is one example of funding delivering a strategic solution to issues
prioritised through evidential research.
Similar approaches can be seen internationally in relation to some of the themes listed
above e.g. Canada Council for the Arts Digital Strategy Fund (see page 67).
Common approaches
A review of a range of strategic development funds across grant funders show common
approaches emerging, including:

116

Decibel, Arts Council England, September 2005
Understanding diversity in the arts 2016 (Kantar TNS, July 2017); Equality Matters: A Review of Equalities,
Diversity and Inclusion in Scotland’s Screen Sector (Creative Scotland, July 2017)
117
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•

A strong ‘golden thread’ between an organisation’s sector consultations and
research, strategic plans, and the purpose and design of strategic development
grants.

•

Like endowments utilised by Lottery funders, a time limit in which to achieve a
desired change, impact is imposed to create momentum, with the time-frame
usually linked to a funding round, or objectives in a strategic plan.

•

These grants tend to be larger investments and are limited to a selected number of
organisations who can demonstrate in applications the best use of the funds, or the
most impact likely to be achieved.

•

They may be delivered through a small group of recipients, on an intensive
programme, to drive behavioural or sectoral change.

•

They sometimes develop out of pilots or action research projects, scaled up to
deliver greater impact.

•

They can be developed with partners to achieve a mutual benefit (e.g. across
artforms or with another sector – see Cashback for Creativity below), an increased
funding pot, or be devolved to sector partners with specific expertise to deliver the
desired ‘change’.

•

In some cases, the focus of strategic or development funds may crossover with the
work delivered by sector support organisations or be outsourced to them.

Challenges and opportunities
Creative Scotland’s development funds currently consist of some long-established
programmes, some contemporary time-limited interventions (e.g. WWI, European
Championships Berlin Exchange programme) and some targeted support for themes
including diversity (launched 2019), traditional/Gaelic activities, translation, international,
audience development, touring, education, youth arts and creative industries and a few
artform specific funds.
Of Creative Scotland’s twenty-two targeted ‘arts and engagement’ funds, six are direct
government investments into sector initiatives (Youth Music Initiative, Sistema, Creative
Enterprise Business Support, PLACE, Arts & Business Scotland Match Funding, CashBack for
Creativity) where Creative Scotland has some influence but not control.
Overall the funds appear to be varied and perhaps without strategic impact. There is an
opportunity with this funding review to scrutinise the range and depth of these funds in
more depth to ascertain where impact is being delivered, where improvements could be
made and where there may be gaps in provision that could be filled to support sectoral
change and delivery of national cultural policy ambitions.
Evidence of strong development projects are in place, with innovative models that have
engaged the sector positively, and delivered strong partnership approaches to strategic fund
delivery.
Targeted investment in the Visual Arts and Craftmakers Awards (VACMA) for example
demonstrate a strategic funding programme with a strong strategic fit with the
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organisation’s existing 10 Year Strategy, Arts Strategy, Creative Industries Strategy and
Visual Arts Sector Review including supporting:
•

Excellence and experimentation

•

Working with local partners to support individual artists and local communities

•

Supporting the development of talent and skills

•

Supporting the presentation and distribution of work

•

Helping artists access international markets, and

•

Helping create sustainable businesses and improving the financial position of artists.

Evaluation of VACMA is 2018 also showed that the scheme was well delivered, the
application process straightforward, assessment incorporated peer panels, and artists who
engaged with the programme receive professional development benefits.
Example: Cashback for Creativity
Cashback for Creativity is a strand of the Scottish Government’s Cashback for
Communities programme - a unique initiative, which takes funds recovered through the
Proceeds of Crime Act 2002 and invests them back into communities. Creative Scotland
has been a delivery partner to the programme since 2008.
The programme’s 2016 evaluation118 evidenced strong social justice impacts through its
open, strategic and training and employability funds. Its 2017/18 Annual Report119 notes
strong evidence that participants in its funded programmes developed increased selfconfidence, acquired new skills with high proportions of participants sustaining their
participation in arts activities, and strong evidence that participants’ wellbeing had
improved.
This model which draws together the governments culture and social justice departments
in a partnership to positively tackle national strategies and outcomes in relation to youth,
equalities and social justice through culture, sets a strong benchmark from which to
consider future funding partnerships that might deliver cultural solutions to other
National Outcomes and engage cultural providers with other policy and industry sectors.
A more detailed review of strategy development funds at a later stage in the organisational
and strategic review process will reveal what gaps or opportunities emerge for Creative
Scotland’s approach.
A range of approaches could then be assessed and designed from dedicated funding
streams, to targeted endowments or strategic partnership funding to incentivise
behavioural change in the sector around specific issues, support organisational and
individual career sustainability, or find more innovative solutions to national policy issues or
targets.

118
119

Cashback for Creativity Phase 3, Interim Evaluation (Arrivo Consulting, July 2016)
Cashback for Creativity Annual Report 2017/18

105

Appendix 2: References
The following summarises the research, articles and publications referenced in the
research:
Arts Council England Project Grants Cheatsheet, Rachel Dobbs (We Are Low Profile, 2018)
Arts Council England Stakeholder Research 2017-18, (Qualia Analytics for Arts Council
England, 2018)
Arts in a Digital World (Nordicity for Canada Council for the Arts: 2017)
Arts Pay 2018: A Summary of Pay and Earnings in the Arts Sector (Arts Professional, 2018)
Birmingham Cultural Investment Enquiry (Birmingham City Council, 2016)
Cashback for Creativity Annual Report 2017/18
Cashback for Creativity Phase 3 Interim Evaluation (Arrivo Consulting, July 2016)
Cashback for Creativity: Three Year Interim Report (Arrivo Consulting, 2015)
Civil Society Strategy: Building a Future that Works for Everyone (HM Government, August
2018)
Creative Industries Routes to Finance (Creative Industries Federation, 2015)
Creative Industry Finance Pilot Programme: Final Evaluation Report (Tom Fleming
Consultancy, May 2014)
Creative People and Places: End of year 3 evaluation report (Ecorys for Arts Council England,
2018)
Creative Scotland Report on the independent analysis of the feedback provided by staff to
the survey issued by management on Regular Funding, (Henderson Loggie, Mar 2018)
Creative Scotland: A Strategy for Creative Industries, 2016/17
Creative Scotland: Evaluation of the 2018-21 Regular Funding Process (Wave Hill, 2018)
Cultural and creative spillovers in Europe: Report on a preliminary evidence review (Tom
Fleming Consultancy, Oct 2015)
Cultural Cities Enquiry: Enriching UK cities through smart investment in culture (2019)
Culture for All Londoners: Mayor of London's Cultural Strategy, December 2018.
D’Art 35: Grant Assessment Timeframes, (IFACCA, 2008)
DCMS Sectors Economic Estimates 2017 (provisional): Gross Value Added, DCMS, November
2018
Decibel, Arts Council England, September 2005
Establishing a Town of Culture Awards (House of Commons Library, 22 January 2019)
Evaluation of Arts Council England's Creative Industry Finance Pilot (Tom Fleming
Consultancy, 2014)
Evaluation of Creative Scotland 2018-2021 Regular Funding Process, (Wave Hill, Oct 2018)
Evaluation of the Artistic and Creative Review Framework (Creative Scotland, March 2018)
106

Evaluation of, and Learning from, Prosper Business Support Project (Coventry University
Research Centre, 2018)
Eventful Cities: Cultural Management and Urban Revitalisation (Richards, Palmer, 2010)
Experimental Culture: A horizon scan commissioned by Arts Council England (Nesta, 2018
First Annual Report, The Arts Council of Great Britain, 1946
Funding Arts and Culture in a Time of Austerity, Adrian Harvey (NLGN, Arts Council England,
2016)
Funding Innovation: Making Money Work Harder (Nesta, 2018)
Glasgow 2014 Cultural Programme Evaluation: Overarching Report, Creative Scotland Glasgow Life (BOP Consulting 2015)
Glasgow 2014 Cultural Programme: Evaluating the Quality of Artist, Peer and Audience
Experience (Bunting / Knell, 2014)
Highlands and Islands Creative Industries Strategy (HIE, 2014-2019
Historical review of place based approaches, Taylor & Buckley (Langkelly Chase / Institute of
Voluntary Action Research, 2017)
How public investment in arts contributes to growth in the creative industries, Jonathan
Needlands (Creative Industries Federation)
Imagination, Creativity and Enterprise, Birmingham Cultural Strategy, 2016-2019
Industrial Strategy, Creative Industries Sector Deal (HM Government, 2018)
Livelihoods of Visual Artists: 2016 Data Report (TBR, December 2018)
Matching the Crowd: Combining crowdfunding and institutional funding to get great ideas
off the ground (NESTA, 2017)
National Lottery Heritage Fund Strategic Framework 2013-2019
National Lottery Heritage Fund Strategic Framework 2019-2024
Next Generation of Creative Crowdfunding: Phase 1 (Paved with Gold, May 2018)
Peer Support: Knowledge and Insights, (National Lottery Community Fund, 2018)
People Like Us: a review of artist-led in the UK, Kevin Hunt (a-n The Artists Information Co.,
May 2017)
Power to Change Annual Grantee Survey (2019)
Power to Change Annual Report 2017/18
Public Services (Social Value) Act 2012 (Department for Digital, Culture, Media and Sport)
Putting Good Ingredients into the Mix: Lessons and opportunities for place-based working
and funding (Big Lottery Fund, 2018)
Repayable Finance in the arts and cultural sector survey (NESTA/MTM, March 2018)
Review of the Australia Council, Trainor (2012)
Scotland’s Cities: Delivering for Scotland, SCDI and Scottish Government, 2011
107

Scotland’s Economic Strategy, The Scottish Government, 2015
Second Year Insights from the Arts Impact Fund: Facts and Figures, Rachael Bull (Nesta,
2017)
Thriving Amidst Turbulence, (McKinsey, 2018)
Transformation Roadmap 2014-17 (Canada Council for the Arts, Sept 2015)
Understanding the Social Impacts of the Mayor's Crowdfunding Programme, (Warbis, 2016)
Unlocking Potential Embracing Ambition, 2014-2024 (Creative Scotland, 2014)
Visual Artists and Craftmakers Awards Evaluation (Ekos Consulting, 2018)
Working Musician (The), Musicians Union (DHA Communications, 2012)
World Cities Culture Finance Report, (BOP Consulting, 2017)
World Cities Culture Report (BOP Consulting, 2018)
The following summarises internal reports, papers and materials supplied in confidence by
contributing organisations:
Arts Council of Wales Radar Report, Arts Council of Wales Board Paper (October 2018)
Canada Council for the Arts Internal Audit Performance Measurement, 2013
Canada Council for the Arts Internal Audit Performance Measurement Framework, 2016
Canada Council for the Arts, Logic Model and Performance Measurement, February 2017
Canada Council for the Arts, Transformation Road Map 2014-2017
Creative Scotland: Report on the independent analysis of the feedback provided by staff to
the survey issued by management on Regular Funding, (Henderson Loggie, 2018)
D’Art 50: The Governance and Operation of Public Agencies, Laaksonen (IFACCA, 2017)
Draft Scottish Creative Industries Partnership Plan, (Highlands and Islands Enterprise, 2018)
National Lottery Community Fund Portfolio Review, 2014-2018
Review of Arts Council England Investment Process 2016/18, Part 1 2016-17 (Stages 1 & 2),
(Arts Council England, 2017/18)
Review of Arts Council England Investment Process 2016/18, Part 2 2017-18 (Stage 3 –
Funding Agreement negotiation), (Arts Council England, 2017/18)
Review of the Annual Funding Programme (AFP) for the Arts Council of Northern Ireland Stakeholder Surveys (Strategic Investment Board, 2016)
Your life jacket is located under your seat: An update for Council on the Resilience
Programme (Arts Council of Wales, June 2018)

108

Appendix 3: Summary of Funding Programmes Referenced
FUNDER

FUND NAME

DURATION &
INVESTMENT
BANDS

FOCUS

SUMMARY AIMS & OBJECTIVES

ELIGIBILITY

Arts Council
England

Building Resilience

Up to £500,000

Supports four
external
consultancies to
lead four cohorts
of organisations
through different
approaches to
long term
sustainability.

Aims to increase the resilience of up to 100 cultural
organisations and provide models and case studies that can
be shared and used more widely to increase resilience
across the sector. This programme will explore and pilot
different approaches to long term sustainability. The four
themes are: diversity and entrepreneurship, international
philanthropy, change management; intellectual property.

Organisations who
were not in receipt of
National Portfolio or
Major Partner
Museums funding
2015-18.

Arts Council
England

Creative People and
Places

First phase 20132016 with £37m
National Lottery
Funding. Second
phase runs to
2019 with £17m.

Funds places
identified as the
'least engaged' in
arts and culture
across England.

Action research programme investing in and running 21
independent projects based in areas where there are fewer
opportunities to get involved with the arts. 91% of
audience come from neighbourhoods with low and
medium levels of arts engagement. Projects led by
consortia and should include community groups and/or
grass-roots organisations as well as cultural organisations
such as museums, libraries or arts organisations. Other
partners might include private-sector organisations, clubs,
housing associations or universities.

The list of eligible
places is based on the
bottom 33% of places
according to the Active
Lives Survey November
2015 to May 2017.

Arts Council
England

Developing Your
Creative Practice

£2,000 - £10,000.
3 – 4 funding
rounds per year.

Research and
development
opportunities,
building new
networks, creating
new work.

Invests £3.6 million per year in creative practitioners,
allowing them to do ambitious research and development
and make a step-change in their practice.

Individual artists and/or
creative practitioners.
Organisations cannot
apply.
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FUNDER

FUND NAME

DURATION &
INVESTMENT
BANDS

FOCUS

SUMMARY AIMS & OBJECTIVES

ELIGIBILITY

Arts Council
England

National Portfolio
Organisations

4 years. 4 tiers:
Band 1 (£40k£250k p.a.); Band
2 (£250k - £1m
p.a.); Band 3
(£1m p.a.);
Sector Support
Organisations.

Core revenue
support.

Supports a core portfolio of 844 national portfolio
organisations (NPOs) and sector support organisations
(SSOs) - collective the organisations support delivery of
ACE's ten-year strategy Great Art for Everyone - the Band
the organisation is funded through will determine the
number of ACE Strategic Goals it is responsible for
delivering and reporting on. Band 3 is required to deliver
on all 5 Goals. Sector Support Organisations must deliver
on at least 1 Goal.

Museums, libraries and
arts and sector support
organisations.

Arts Council
England

Open Project Grants

£1,000 £100,000.
£97.3m available
per year.

Supporting artists,
groups and
organisations and
incorporating new
aspects of culture
into available
funding.

Open access programme for arts and museum projects,
and for arts projects in and with libraries.

Individuals,
organisations,
museums and libraries.
National Portfolio
Organisations will be
able to apply for some
of the national activity
previously supported by
Strategic Touring and
Ambition for
Excellence.

Arts Council
England

Strategic Funds

3 years.
Recurring for CPP
programme.

Creative People
and Places,
Strategic Touring
and Ambition for
Excellence.

Incorporates a range of programmes including targeted
strategic investment to address specific challenges and
opportunities not addressed by portfolio or open
application funding (e.g. capital or touring projects,
leadership, business and sector sustainability) as well as
Creative People and Places, Ambition for Excellence.

Arts Council of
Wales

National Portfolio
Wales

Recurrent grants
awarded
annually.

Core revenue
support.

To achieve a dynamic and creative arts sector and to
deliver on the council's strategic priorities.

Organisations.
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FUNDER

FUND NAME

DURATION &
INVESTMENT
BANDS

FOCUS

SUMMARY AIMS & OBJECTIVES

ELIGIBILITY

Arts Council of
Wales

Open Project
Funding

Ongoing

Supporting artists,
groups and
organisations with
small to mid-scale
project grants.

Arts Council of
Wales

Resilience
Programme

One-off targeted
strategic
investment

Help arts
organisations to
become more
equipped to deal
with the
challenges of the
art world today.

Targeted investment in National Portfolio Wales
organisations to explore sustainability issues and find
solutions. There could potentially be some investment at a
later stage, but this is not the starting point for the
programme.

Only members of the
Arts Portfolio Wales are
eligible to express an
interest.

Australia
Council for the
Arts

Arts Project Grants
for Individuals and
Groups

$10,000 $50,000

The Arts Projects
program funds a
range of activities
that deliver
benefits to the
arts sector and
wider public,
including national
and international
audiences.

The fund can be used for a range of activities. For example,
the creation of new work, practice-based research, creative
development, experimentation, collaboration, touring,
festivals, productions, exhibitions, performances,
publishing, recording, promotion and marketing, and
market development activity.

Only individuals and
groups may apply to
this category. Practicing
artist or arts worker
and an Australian
citizen or an Australian
permanent resident
only.

Australia
Council for the
Arts

Arts Project Grants
for Organisations

No longer than 2
years. $10,000 $100,000

The Arts Projects
program funds a
range of activities
that deliver
benefits to the
arts sector and
wider public,
including national

The fund can be used for a range of activities. For example,
the creation of new work, practice-based research, creative
development, experimentation, collaboration, touring,
festivals, productions, exhibitions, performances,
publishing, recording, promotion and marketing, and
market development activity.

Organisations that
provide a service to the
arts.

Individuals and
organisations, including
organisations in receipt
of recurrent National
Portfolio Wales funding.
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FUNDER

FUND NAME

DURATION &
INVESTMENT
BANDS

FOCUS

SUMMARY AIMS & OBJECTIVES

ELIGIBILITY

These grants can support a broad range of activities such as
skills and professional development, mentorships,
showcases, residencies and other projects directly related
to career development.

Individuals and groups.
Australian citizens or
permanent residents
only.

Australia Council Fellowships support outstanding,
established artists’ creative activity and professional
development for a period of up to two years.

Individuals. Australian
citizens or permanent
residents only.

The Australia
Council’s Four
Year Funding
program provides
multi-year funding
for arts
organisations.

Funding will enable organisations delivering an artistic
program or services for the arts to plan with longer term
certainty, and increase their capacity to leverage other
support and collaborations.

Organisations.

Amplify the
quality, scale and
sharing of art
through digital
technology

Supports artists and arts organisations to thrive in a
radically changing technologically enabled environment.
Increased financial support helps them take advantage of
technology to create new artistic visions and experiences,
to reach new audiences and to transform their
organisations and ways of working.

and international
audiences.

Australia
Council for the
Arts

Career Development
Grants

$5,000 - $25,000.
Three funding
rounds per year

Australia
Council for the
Arts

Fellowships

$80,000

Australia
Council for the
Arts

Four-year Funding
for Arts
Organisations

$100,000 per
year ($400,000
total) - $500,000
per year
($2,000,000
total)

Canada
Council for the
Arts

Digital Strategy
Fund

Provide support to
further develop
skills or improve
capacity to build
an enduring
career.
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FUNDER

FUND NAME

Canada
Council for the
Arts

Grants to artist,
groups and
organisations

Canada
Council for the
Arts

Prizes

DURATION &
INVESTMENT
BANDS

FOCUS

SUMMARY AIMS & OBJECTIVES

The Canada
Council helps
individual artists,
groups and arts
organisations
engage in projects
and activities
$2,000 - $95,000

Every year the
Canada Council
awards a broad
range of
prestigious prizes
to more than 200
Canadian artists
and scholars in
recognition of
their quest for
innovation and
excellence

ELIGIBILITY

Individuals, groups and
organisations. Canadian
citizens or permanent
residents only. Must
have specialized
training and be
recognised as a
professional.
The Canada Council awards prizes and fellowships in a wide
variety of fields of practice, often in partnership with other
organisations. They are designed for artists working in a
specific field or those at a certain stage in their career.

By application,
nomination, or grant
application.
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Canada
Council for the
Arts

Strategic Funds

Creative
Scotland

Create: Inclusion
Fund

DURATION &
INVESTMENT
BANDS

No min or max
limit: aims to
support between
12 and 20
applications
(depending on
level of demand)
from total
budget of
£285,000
for 2019/20.

FOCUS

SUMMARY AIMS & OBJECTIVES

ELIGIBILITY

The Canada
Council for the
Arts makes use of
strategic, targeted
funds
that respond to
particular
opportunities or
issues in the arts
sector.

To stimulate digital transformation in the arts sector in
Canada. Access Support funds applicants who are Deaf,
have disabilities or who are living with mental illness. The
Official Languages Fund is intended to counter isolation
and assist in the artistic development of individual artists
working in official language minority communities and
assist in the development of arts organisations working in
official language minority communities. The Market Access
Strategy for Official Language Minority Communities
(OLMC) Fund aims to increase access of applicants from
OLMCs to a diversity of markets and publics. The Media
Arts Equipment Acquisition Fund supports Canadian
professional media arts organisations to develop technical
infrastructure that fosters conditions necessary for the
vitality and advancement of independent media arts in
Canada.

Different eligibility
applies to the different
strands of the funds.

This fund will seek
to prioritise
applications from
individuals who
self–identify as
sharing one or
more protected
characteristics
defined by the
Equality Act 2010;
or from
groups/organisati
ons which are
either minorityled or which focus
on working with

This fund seeks to increase the diversity of people in the
arts, screen and creative industries. Applicants can seek
funding to help them progress, develop their creative and
professional practice, their capacity or to support them to
take professional and creative risks.

Open to individual
creative practitioners,
organisations, groups
and networks in the
arts, screen and
creative industries.
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ELIGIBILITY

and for those who
share one or more
protected
characteristics.

Creative
Scotland

Open Project
Funding

Up to two years.
Tiered: £1,000 to
£15,000; over
£15,000; over
£100, 000

Research and
development
activities; skills
and training;
residencies;
environmental
sustainability;
income
generation;
commissioning /
making new work;
events; public art;
travel; equipment,
small capital.

An open, rolling fund for individuals and organisations in
support of projects that help explore, realise and develop
artistic and creative potential, and enrich Scotland’s
reputation as a distinctive creative nation connected to the
world.

Individuals;
organisations; creative
businesses. Requires
peer, public, critical
endorsement.
Organisations in receipt
of Regular Funding are
ineligible.

Creative
Scotland

Place Awards

Communities can
apply for an
award of
£50,000,
£100,000 or
£125,000.

Enabled artists to
build on their
strengths and try
new things.

The Creative Place Awards were established to recognise
communities where people work together to celebrate and
promote their town, village or area through the arts and
culture.

Cultural organisations,
community groups, and
local authorities.

Applications were encouraged from cultural organisations,
community groups and local authorities to represent their
village, town or community to bid for an award.

No longer open.
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ELIGIBILITY

Creative
Scotland

Regular Funding

3 years, single.

Organisational
development,
ongoing running
costs, helping
organisations
plan, operate and
deliver their work
over three years.

Can be used to help the organisation change or develop
future plans. Funded organisations expected to play a key
role in helping Creative Scotland deliver against its overall
ambitions and to make a significant contribution to society.

Organisations

Creative
Scotland

Visual Arts and Craft
Makers Awards

Awards between
£500 and £1,500.

Small grants to
support Scotlandbased visual
artists and craft
makers in their
creative and
professional
development.

These partnerships give support at a local level and work
with local panels to offer funds to support practitioners at
all stages of their career who have demonstrated a
commitment to their work and in developing their practice
through new work, new skills or new opportunities.

Local authorities and
art agencies.

Creative
United

Creative Industries
Finance

Business advice
and access to
finance for
creative and
cultural
enterprises, of all
shapes and sizes,
across England.

The programme supports the growth and talent
development of a wide range of cultural and creative
enterprises from micro enterprises through to large scale
institutions. It provided free business advice and access to
finance to enable them to develop and grow into valuable
sustainable businesses.

Cultural and creative
enterprises.

Creative
United

Prosper

One to one
business advice,
workshops,
masterclasses,
webinars, and a
free-to-access

Prosper takes participants on a journey through
awareness-raising and understanding to support via a
network of expert business advisors in order to improve
their resilience, commercial capacity and investment
readiness

Organisations

1 year

116

FUNDER

FUND NAME

DURATION &
INVESTMENT
BANDS

FOCUS

SUMMARY AIMS & OBJECTIVES

ELIGIBILITY

online business
support resource
DCMS
(administered
via Arts
Council
England

Cultural
Development Fund

£3,000,000 £7,000,000

Cultural and
creative industry
activities e.g.
events, leadership
training, capital
investment, skills,
cultural
programmes

To allow cities and towns to invest in creative, cultural and
heritage initiatives that lead to culture-led economic
growth and productivity. Funded by the Department for
Digital, Culture, Media and Sport (DCMS) with a budget of
£20 million available.

Partnerships and
consortia can apply
Individuals and
organisations with a
registered London
address cannot apply.

Highlands and
Islands
Enterprise

Innovate Your
Business

Up to £15,000

Innovate Your
Business helps
applicants grow
small, uncertain
businesses.

Highland and Islands Enterprise (HIE) can help to turn new
ideas into business growth. Through innovation customer
services can be improved, production can become more
efficient and new customers can be attracted.

Companies or branches
working in the Scottish
Highlands with less
than 250 employees.

Mayor of
London (GLA)

Crowdfund London

Between £2,000
and £50,000

Funds different
types of ideas,
typically civic
improvement
projects, in
Greater London.

Funds projects that seek to celebrate and strengthen the
special character of the applicant’s area; respond to a local
challenge or opportunity in a creative way; give an unused
space a new lease of life; help the local economy; give local
people lasting skills and opportunities; make everyone in
the community feel welcome and involved; attract strong
support from the community - shown through a spirited
crowdfunding campaign and other evidence; be
environmentally sustainable; provide access to affordable
workspace for creative or start-up businesses; engage local
people in a co-design process to improve a local public
space or park.

Applicants must be a
constituted local
organisation, be able to
enter into legal
contracts with the
Greater London
Authority and have an
organisation bank
account.
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ELIGIBILITY

Mayor of
London
(Greater
London
Authority)

Culture Seeds

2 year rolling
progress. Open
pot from £1,000 £5,000

Arts, culture and
heritage projects.
Successful
applicants helped
with: marketing
and monitoring,
applying for future
funding, recruiting
and working with
volunteers.

To enable more local arts and culture activities created and
put on by local people in London. The grants are for
funding arts, culture and heritage projects and activities,
including visual and performing arts (like music, dance and
theatre), film making and film screening, heritage projects,
digital art, cultural events/festivals, craft and making
activities, choirs/singing groups, creative writing, literature,
spoken word, and reading groups.

Individual Londoners;
not-for-profit
organisations with an
annual turnover of less
than £50,000. Two
references from people
in the community to
vouch for the applicant,
and that the work is
desired and of value to
the local community.

National
Lottery
Community
Fund

Awards for All
(Scotland)

Up to 12 months.
Open pot from
£300 - £10,000

Training;
volunteers; staff
costs; small
capital; transport;
one-off events;
equipment;
utilities / running
costs.

The priorities are bringing people together and building
strong relationships in and across communities, improving
the places and spaces that matter to communities, and
enabling more people to fulfil their potential by working to
address issues at the earliest possible stage.

Voluntary, Community,
public sector
organisations. (Not for
individuals, sole
traders) Can't apply to
this and Creative
Scotland for the same
project.

National
Lottery
Community
Fund

Community Assets

£10,000 £1,000,000

Create strong and
resilient
communities
through assets.

Through Community Assets the National Lottery
Community Fund are focused on helping local communities
to address specific inequalities or disadvantages through
ownership of an asset.

Voluntary or
community
organisations

National
Lottery
Community
Fund

Grants for
Community Led
Activity

£10,000 £150,000

This funding aims
to support
communities to
improve the
places in which
they live and the
wellbeing of those
most in need

Funds organisations to deliver work that achieves the
following outcomes: everyone in the community has the
opportunity to influence and get involved in communityled activity, and people in the community are better
connected and work together to improve their well-being.

Voluntary or
community
organisations
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National
Lottery
Community
Fund

Grants for
Improving Lives

Up to three
years. £10,000 £500,000

Supporting activity
that helps people
overcome
difficulties and
become more
resilient.

Funding activity that means people are better able to
identify ways to take control over their lives and build
resilience, are able to shape the activities and services they
use to better meet their needs, have more access to
support and opportunities to improve their lives, supports
children, young people and families currently experiencing
challenging circumstances, supports people that have
experienced abuse, tackles loss, isolation and loneliness,
and challenges discrimination and supports people
affected by it.

Organisations
(preferably smaller
organisations which
haven't been funded by
the National Lottery
Community Fund
before) and existing The
National Lottery
Community Fund grant
holders.

National
Lottery
Heritage Fund

Grants for Heritage

Tiered funding
starting at
£3,000; between
£10,000 £250,000;
applications over
£250,000 (up to
£5,000,000)

Bringing people
together through
understanding,
valuing and
sharing heritage,
inspiring pride in
communities and
boosting
investment in
local economies.

The fund involves a wider range of people and heritage. It
will also lead to heritage being in better condition; heritage
will be identified and better explained; people will have
developed skills; people will have learnt about heritage,
leading to change in ideas and actions; people will have
greater wellbeing; the funded organisation will be more
resilient; the local area will be a better place to live, work
or visit; and the local economy will be boosted.

Grants for £3,000 to
£10,000 are suitable for
not-for-profit
organisations and
private owners of
heritage. Grants
between £10,000 and
£100,000 are suitable
for not for profit
organisations, and
private owners of
heritage and
partnerships. Grants for
£100,000 to £5,000,000
are suitable for not for
profit organisations and
partnerships led by not
for profit organisations.
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NESTA (with
ACE,
Bloomberg
and Calouste
Gulbenkian)

Arts Impact Fund

No longer
running.

The Arts Impact
Fund brought
together public,
private and
charitable funding
to demonstrate
the potential and
impact of social
investment in the
arts.

NESTA wanted to support arts organisations with social
aims to achieve sustainable growth and increase their
social impact. By focusing on both artistic and social
outcomes, the fund promoted the wider positive impact
art has on society and supported more organisations to
benefit individuals and communities through their work.
Hopefully, this demonstrator fund will also attract more
social investors to the arts to benefit the wider sector.

NESTA, HLF,
ACE

The Arts and
Heritage Matched
Crowdfunding Pilot

Between £2,000
and £20,000 was
available to
match a total of
50 per cent of a
crowdfunded
project, with the
other 50 per cent
coming from the
crowd. In total,
£125,000 was
available.

Two campaigns
were launched on
Crowdfunder to
help fund artists'
projects.

Arts and heritage funders worked together to explore the
potential of crowdfunding through mixing money from the
crowd with grant funding.

Power to
Change

Blended Funding

Grants between
£7,500 and
£100,000

Delivered in
partnership with
Key Fund

Uses a Power to Change grant to unlock affordable
repayable social finance loans for community businesses
who would not be able to access repayable capital finance
without support.

Power to
Change

Community Business
Fund

Between £50,000
and £300,000

Aimed at existing
community
businesses that
need funding for a
business

The fund is designed to support existing community
businesses with grants to help them progress towards selfsufficiency. This could be through increasing trading
income, securing an asset or significantly reducing revenue
costs

ELIGIBILITY

Individual artists in
England and heritage
organisations in the
North West, South
West and Scotland.

Existing community
business based in
England.
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ELIGIBILITY

development
project to make
their organisation
more sustainable
Power to
Change

Community Shares
Start-Up Fund

Match fund of
50% - up to
£6,000

Dependent on
community
crowdfunding 50%

Provides extra funding for community groups planning to
set up a community business such as a pub, shop, leisure
centre.

Community businesses
in the process of setting
up and launching a
community shares
offer that can
demonstrate high levels
of community impact,
innovation and
engagement.

Scottish
Government
(administered
by Creative
Scotland)

Cashback for
Creativity

Up to £10,000.
Up to 12 months.

Cashback for
Creativity offers
young people (10 24 years) across
Scotland the
opportunity to
engage in creative
and cultural
activity.

The fund provides high quality learning and developmental
activities across all art forms which improve the skills and
confidence of young people, raise attainment and
aspirations, and provide pathways for further learning,
training, education and employment.

Local authorities.
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Screen
Scotland

Production Growth
Fund

£200,000 £500,000

Funding for large
scale productions
to film in Scotland,
utilising crew,
locations and
facilities based in
the country.

The Production Growth Fund aims to help grow Scotland’s
screen production sector, creating employment
opportunities for Scottish crews, encouraging the use of
production facilities, providing significant opportunities for
the professional development of producers based in
Scotland, and delivering a direct and significant economic
benefit to Scotland.

Producers based within
and outside Scotland
can apply if they are
able to demonstrate
that by accessing the
Production Growth
Fund they will secure
major production
and/or post-production
expenditure within
Scotland, employing
cast and crew based in
Scotland, and/ or using
Scotland-based
production facilities
companies, thereby
significantly increasing
the economic benefit to
Scotland. If you are a
producer based outside
Scotland, the
attachment of a
Co-Producer based in
Scotland could enhance
the overall benefits for
Scotland.
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